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CHANGING PREFERENCES:
CONVENTIONAL PHOTOGRAPHY TO
DIGITAL IMAGING IN COMMUNICATING
ARCHITECTURE
By
John Stabb
Abstract: Architectural photography is merging into a new form of image capture
and output which is a mix of conventional photography and digital imagery. As
this transition takes place it is anticipated that the credibility of the image may
also change. The aim of the project is to research the perception of the quality,
content and authenticity of both conventional photography and digitally produced
images used within the architectural profession.
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Chapter1
Introduction
The following dissertation is an investigation into the uptake and level of
acceptability of the digital image, by architects and project managers, in the
documentation of built form.
The aim of the project is to enquire into the perception of the content of both
conventional photographic and digitally produced images used within the
architectural profession. The new medium of digital architectural photography and
its relationship with architectural photographic image manipulation will be
investigated in the context of image credibility.
With architectural photography using a new form of image capture and output (a
mix of both conventional photography and a multi media based constructs) a
hybrid medium is emerging from the transition to computer based digital
photography. As this transition takes place it is anticipated that the viewer's
interpretation of the image may also change. Research will therefore focus on the
viewer's perception ofthe image and the basis of the image source
1.1 Architectural photography and the implication of digital
photography on documenting the built environment:
In 1952 Cartier-Bresson said "photographers deal in things which are continually
vanishing, and when they have vanished there is no contrivance on earth which
can make them come back again, ,,1. In the discipline of architectural photography
the introduction of computer based technologies has seen a shift in image
presentation where the quality of the finial output has become paramount. In the
past ten years the profession has witnessed ongoing change as to how the
architectural photographer uses the tools of imaging to capture the moment or
sequence of events of a building project. Digital imaging, which less five years
ago was considered to be a specialised skill of the graphic designer, has now been
8
devolved into a common tool for not only capturing and documenting the
architectural image, but also its quick and almost undetectable manipulation [NB
Charts lA-lH indicate the rate of technological change and the degree of
accessibility that has allowed digital imaging to appropriate key areas of
photography from conventional processing techniques].
The capturing of the physical presence, and the rendering of a moment in time,
has been one of the key elements of strong architectural photography. It is this
need to be impartial with respect to the subject matter that often drove many of its
practitioners to extreme editorial lengths in producing an 'authentic' image. It is
paramount to the documentation and communication of architecture how
photography will continue to evolve. While the key source of high quality
presentation images, executed by the professional photographer, continues to be
produced with the use of conventional photographic processes, an increasing
proportion of the work is being executed within a 'Multi-media' hybrid of digital
encoded information2. Yet, while the rigid and artificial effects of traditional
presentation techniques, such as photo-montages and early solid models, provided
a degree of ambiguity regarding the final outcome of the project, the almost
seductive power of the hyper-real is beginning to narrow the gap on the licence of
interpretation and client/architect design negotiation. Hence it is anticipated that
the credibility and ethics of the image will start to come into question if the
integrity of the architecture as built fails to meet the expectations inspired by the
image. Given the ease and immediacy with which the digital photograph can be
captured, processed, altered and manipulated, not only by the professional
photographer, but also by the layperson, it would appear that interpretation and
acceptance of the image will change as conventional photography gradually
diminishes.
Synopsis
1 Cartier - Bresson, Decisive moment, New York. Simon and Schuster, 1952
2 Source: interviews with a range of architectural firms. The uptake of technical innovation and change
is more likely to occur with newly emerging practitioners than with established firms which often operate
within a framework of fixed conventions (NB the degree of flexibility is often conditional on the maturity
of the practice, its size and type of operation and client expectations)
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Architectural Photography in a Digital Age
In an attempt to understand the current landscape of shifting perceptions within
the architectural community regarding the two image sources, the dissertation has
been divided into two sections.
The first provides an outline of the historical, technical and authenticity issues in
architectural photography and addresses two primary indicators that appear to
influence user preferences: visual perception in the scanning of image documents,
and style shifts in the architectural press relating to the communication of built
form.
The second section is a comparative assessment between conventional
photography and the digital image. Based on a pilot survey of recent graduates in
architecture and project managemene, the survey attempts to chart change in user
preference between the two image types.
The following will provide a brief summary of the dissertation, the issues being
addressed and the criteria governing the assessment of image type.
PART 1 The Conventional and the Digital
Chapter 2, Background - Imaging the reality, Architectural Documentation,
examines the role of photography in the documentation of the built environment
since the early nineteenth century. This will include an appraisal of the
naturalistic and romantic approaches in the arts and will progress through to an
assessment of the emergence of computer-aided design and the development of
the digital format.
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Chapter 3 Interpreting the Architectural Image Discusses the role of
photography in communicating architectural form. It addresses style and cultural
links between architecture of the day and architectural photography, and relates
how architects and photographers view the built form within the photographic
medium. The chapter will include an appraisal of style shifts within the pages of
the popular and architectural press, between 1910 and 1970 (with specific focus
on two journals, Architecture Australia, and Steel Profile)
Chapter 4 Photography as a form of communication, examines the credibility
of the image within the popular press. Focusing on the emerging digital medium
and its impact on architectural photography, the chapter provides an overview of
current perceptions within the architectural print media. These included key
indicators identified by four prominent contemporary Australian Architectural
photographers: John Gollings; Peter Hyatt; Tim Griffith: and David Moore.
PART 2. A question of Preferences
Chapter 5. Architecture as viewed: Drawing on the controversial issue of image
enhancement and the way in which it has tended to polarise sections of
contemporary news media (see Chapter 4), chapter 5 introduces a pilot survey of
150 architectural and project management graduates. The Chapter outlines the
design, development and implementation of a questionnaire and picture corpus.
This attempted to gauge perceptions of Australian architectural and construction
management professionals regarding the quality and credibility of conventional
and digital based images.
Chapter 6. Shifting Perceptions:
Examining the transition from single source photographs to mixed medium
images, this chapter presents the results and findings of the survey executed in
Chapter 5. Analysing the transfer from conventional photography to digital
imaging over a two year transition period (1999-2001), discussion focuses on the
relative acceptance of the two image types with respect to six categories of
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assessment: Impressive; Representative; Realistic; Informative; the relevance of
the image source; and the importance of image manipulation.
Chapter 7. Conclusions -Image Capture and the Profession:
In the light of the controversy relating to image enhancement addressed in chapter
4 and the results of the survey established in chapter 6, this final chapter addresses
the potential impact of digital imagery on professional practice. Reflecting on
concerns that are beginning to emerge within professional bodies such as the
RAIA (Royal Australian Institute of Architects), the dissertation concludes with a
series of recommendations, which attempt to alleviate the apprehension activated
by the results of the survey from Chapters 4&5.
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PART 1:
The Conventional and the Digital.
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Chapter2
Background
2.1 Imaging the Reality, Architectural Documentation
"Photographers deal in things which are continually vanishing, and when they
have vanished there is no contrivance on earth which can make them come back
again," (Cartier - Bresson, 1952)
Architectural space is a solid built form, an end result of the architects dream and
the construction team's efforts. Photography from its very beginnings has
attempted to deal with the documentation of the built form. The key elements of
early photographic documentation linked the medium back to architecture due to
the intention to portray space and time. The photographer sort to revel elements
of space and form, be they implied or real, through the understanding of the
effects of time: be this time past in the documentation of the age and history of the
space; Time current representing the photographer's moment or place in time as
related to the space; or time future, the vision of what could be. It is the layering
of these datum points, the capturing of the physical space and the temporal
fluctuations in light and shadow, holding that moment in time, which rapidly
became the key to architectural photography.
Due largely to the static nature ofthe built environment architectural photography,
along with portraiture, was central to the development of photography itself. The
pioneers of the medium were aware of the problems of documenting the built
form and rose to the challenge. It was the vast promise of the medium that drove
the first experiments. These extraordinary images not only document the sites but
also the development of the medium. Works such as Church of Saint-SuIpice,
Paris From the East, c.A. 1839 [Figure 1], clearly illustrate this point where
Breton Fre'res, over 150 years ago, lead the viewer into the centralised building
with the positioning of the stone work on the left of frame. As well as
documenting the church it would appear that Fre'res was making a personal
statement about the building, where the solid form is a reflection of not only his
14
FFig 1
Church of Saint - Sulpice
Breton Fre'res
own 'faith' but also the relationship that religious architecture had with society as
a whole.
The subject matter of one of our earliest architectural photographs deals with the
recording of the common urban landscape [Figure 2] Joseph-Nicephore Niepce's
'View across the Rooftops', captured Paris from his attic window in 1827. With an
exposure length of eight hours, the only recognizable element of this early image
is the panorama across the rooftops of his property. It is the soft almost
ephemeral volumes of the skyline, the volume and massing of rooftops, not as
form but as soft outline, that remains. The key elements of early photographic
documentation linked the medium back to architecture by the photographer's
intention to portray the period. Even then the photographer sought to reveal
elements of the architecture through an understanding of light, shadow and their
ability to record three-dimensional space.
Early photography (1820's) was driven by both experimentation on a personal
level and the commercial recording of visual worlds; of the 'far away' and 'the
exotic', 'the fantastic' and 'the amazing creations of mankind'. What often
started as experimentation with raw tools and 'trail and error' combinations of
chemicals, rapidly developed into highly refined sets of technical procedures. It
was the promise of the medium and leaps of faith in the very nature of recording
the visual world, which drove both technical advancement and artistic and style
based developments (See Appendix 1).
2.2 Architectural Image as expression:
Photography has been an influential factor in the development of all artistic
endeavours since its invention, and whilst it is a creative undertaking, it is always
a product of some intention or aspiration, as Susan Sontag writes "Photographs
cannot create a moral position, but they can reiriforce one - and can help build a
nascent one. "(Sontag, 1977, p. 17) 4
4 Quoted in: Sontag, Susan, 1979, On Photography, Dell Publishing Co., New York.
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Fig 2
L'Heliographie
(view across the rooftops)
Joseph - Nicephore Niepce's
Photography when invented provided a radical new picture making process, based
not on synthesis but on selection. The use of photographs in communicating and
supporting a particular form of architectural expression is complicated by the
notion of 'believability'. In order for the photograph to support a moral position it
must be convincing to the viewer. Further complicating this is the notion of
accessibility of the image, ie where the effect of a photograph will be determined
by its relationship with other images of the same subject matter, yet offering
alternative perceptions. While one image may support a particular architectural
expression, others images will no doubt contradict (see Bonta 1979). Therefore
the choice of image becomes of prime importance, for judicious selection "can be
used by the critic-historian to illustrate and buttress a new theory. Any new
theory. "\John Szarkowski, 1959, p. 14)
With this issue of promoting architecture through image selection, stylistic trends
have played a fundamental role. Throughout the history of photographing
architecture there has been a constant dilemma between two extremes: 'factual
representation', and 'expressive personal' interpretation. Many varied and
differing developments of architectural photography have existed in the 'grey'
area between these two positions. In his detailed history of the styles of
architectural photography, Architecture Transformed, Cervin Robinson recognises
these two extremes taking shape, even at the outset of architectural photography;
he states that:
Two approaches were quickly adopted by photographers and became increasingly
evident in the 1850s with the entry into the profession of numbers of practitioners
whose training was in painting or illustration, that is who were trained
draftsmen. 6
5Szarkowski, John, 1959, Photographing Architecture, in Reading into Photoraphy: selected essays 1959-1980.
University of New Mexico Press, Alburquerque,1977.
6 Cervin Robinson and Joel Harschman, Architecture Transformed: A History of the Photography of Buildings from 1839 to the
Present, The MIT Press, Mass., 1987, p. 6
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Fig 3
Porte Saint-Denis
Edouard - Denis Baldus
Fig 3A
Porte Saint-Denis
Photographer unknown
2.3 (Elevation Vs Perspective) = (Informative Vs Expressive)
The aim of the first of these two approaches, the one that moves towards more
factual representation, was to photograph a building in an elevational method. It
was a technique which gave a 2D diagrammatic view and presented the building
in an objective manner, with the intention of accurately transmitting the
proportions of the facade. The ideal position to photograph a building in this
manner is to stand directly in front of it with the vanishing point at the midpoint of
the facade. Although this ensured undistorted proportions and parallel verticals, it
tended to remove the view point from the experience of the pedestrian. This
approach obviously owes much too orthographic drawings that were used by
trained draftsmen in the documentation and construction of buildings. Robinson
shows an example of this type of elevational photography of the 1850s, with an
image by Edouard-Denis Baldus of Porte Saint-Denis in Paris from c 1856
[Figure 3].7 While it is not accurately centred, the picture was taken from a
much more frontal position than another photograph of the same building, created
in 1852c by an unknown photographer [Figure 3A].8 This second photograph
resides within the second of the two approaches which was concerned with
expressing the architecture rather than factually documenting it. This approach
facilitated the use of perspective views. The advantages of the perspective is that
it expresses multiple facades of a building. Hence, shadows and light that
articulated the architecture, could be explored to greater effect. This enabled the
photograph to represent the three dimensional form of the architecture. The frontal
view of Porte Saint-Denis illustrates a flat image with minimal shadow. The
building takes on a linear quality through the photograph, with even the relief
sculpture looking more like a painted mural. Conversely, the perspective view
does not show any height to width ratios; the proportions have been left
unrevealed in favour of giving a sense of depth to the architecture. The angle
from which the photograph has been taken, in conjunction with the angle of the
sun, indicate texture of the stone and recesses in the carvings and sculpture.
While the contrasting shadow of the arch is strongly suggestive of an opening, the
angled shadow of the cornice gives a greater sense of power and permanence to
7 ibid.,. P 7
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8 ibid
9 ibid., p. 4.
10 ibid
the building within the context of the streetscape. Therefore while the perspective
approach is more subjective, allowing the photographer to explore the contrasting
effects of light and shade, the elevational approach probably provides a more
quantifiable image but less atmospheric view of the architecture.
While it may seem, from the comparison of the two alternate methods, that the
perspective approach to photography would become the most preferred, the
elevational type did not decline and actually became widespread throughout the
history of architectural photography. Initially though, the success of the
elevational method was due to the optical similarities between human vision and
the lens of the camera. In other words the photographic medium became s vehicle
for factual information. An example of this is given by Robinson, who describes
how the factual aspect of photography was used to facilitate the revival of a past
style. He states that:
The architecture of the nineteenth century was largely dominated by a historical
revivalism whose chief touchstone was fidelity to its sources. Pugin had put it
most strongly: "The only hope of reviving the perfect style is by strictly adhering
to its ancient authorities." Photographers were in a superb position to provide
the data needed to fulfil this program. If accurate reproduction of the forms of the
past was essential to the authenticity of revival architecture, an indispensable tool
was the largest possible corpus of accurate images of historical architecture.
Accuracy was photography's strong suit, the great advantage it had over older
forms of architectural representation. That it became available just as the
polemic over the styles was gaining momentum was an unusually happy instance
of the invention arising to meet the need.9
In considering the development of both the factual and subjective styles of
photography it is important to consider the development of the technology. An
example of this can be seen in the improvement of the exposure process. In 1855
a "a dry preservative process,,,lO termed collodio-albumen, was discovered. The
18
11 ibid
advantage of the 'dry' process over the 'wet' method was that it facilitated long
exposure times for photographing subjects in low light. Gemsheim reports that:
the ordinary wet collodion would have dried up in ten to fifteen
minutes, ...[whereasJ where the light was poor two hours were often required, and
in some cases even an exposure of two days was necessary to produce a good
. 11
negatIve.
While these early exposure times seem ludicrous in terms of current photographic
technology, with this innovative development was significant for it facilitated the
photographic recording of interiors. Therefore more of the architecture could be
captured in an informative and seemingly realistic fashion.
A further development in photographic technology that consolidated the realistic
or factual approach was advancement in the quality of film which created greater
image resolution. Robinson notes that until 1851, paper fibres of the calotype
negative "interfered with the crisp resolution of detail in the print needed for
architectural photography.,,12 This failure of the calotype negative to present
image clarity is further supported by Ian Jeffrey in his book, Photography: A
Concise History, where he quotes the writing of renowned early portrait
photographer, David Octavius Hill (1802-1870). Hill recognised that, "the rough
and unequal texture throughout the paper is the main cause of the calotype failing
in details.,,13 However, because of the roughness of the paper, the images often
contained a "soft, sketch like quality ...prized by photographers with a taste for the
romantic. ,,14 This suited the picturesque movement of the period, which Eric de
Maree, in Architectural Photography, described as relaying upon "association
and atmosphere, an evocative, dreamy mood, ,,15Consequently, in "1851 Gustave
Le Gray's waxed-paper version of the calotype negative,,,16was developed. This
technology suppressed the fibres so that they were not so apparent in the prints,
thus negating the soft and atmospheric effect and allowing the image to become
12 Robinson, op. cit., p. 2
13 Ian Jeffrey, Photography. A Concise History, Thames and Hudson, London, 1981,p. 31
14 Robinson, op.cit., p. 2.
15 Eric de Mare, Architectural Photography, B T Batsford Limited, London, 1975,p 5.
16 Robinson, op cit., p. 2.
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sharper, and seemingly more real. Nevertheless, the technological advancement
that evolved towards factual realism could not quell the desire for subjective
approaches to photography. Here the fuzzy, blurred effects of the coarse fibre
images was to return with the later Naturalistic photographers.
2.4 Image fragments
With continuing technological advancement, one would assume that the factual
style would become the more dominant mode of photographic endeavour. Better
cameras, lenses, films and papers all contribute to a greater visual appropriation of
a particular subject. Yet, technological progress also augmented and enhanced the
aims of later methods of photographing architecture. The subjective approach that
initially was achieved by just a perspective view was, in the 1890s, taken further
too also include an emphasis on fragmentary views and on the quality of light.!7
While these were innovations that were inspired independently of technological
development, they were eventually helped along the way by advancing
photographic technology; Robinson notes that:
the cropping of subjects and emphasis on qualities of light had also been
encouraged by innovations in lens and camera design. These were the
introduction of faster lenses, notably the Zeiss Tessar, in the early years of the
new century, and of cameras that could exploit them to the full, cameras that
might be used on either tripods or hand held ... from waist level.18
So it becomes apparent that technology could encourage, foster or assist styles of
photography therefore changing or augmenting them; but it could not create a new
style in itself.
According to Robinson, in the 1890s the innovations of the fragmentary view and
emphasis on light were characteristics of a new and more intensely subjective or
emotional approach to photography, which was inspired by the need to give the
viewer a feeling of participation and experience when looking at the photograph. !9
Providing a view that is experiential is inherently a subjective approach. It affects
viewers in that there is a greater opportunity to show detail, and hence helps to
17 ibid., p. 81.
18 ibid., p. 83.
20
19 ibid., p. 72.
20 Ibid., p. 91
induce the feeling that they are part of the scene. Therefore the experiential
fragment method of photography became a combination of both approaches; ie it
alluded to fact but also contained a high degree of subjectivity. The subjective
nature of experiential photographs is explained by Robinson, who states that:
They emphasised the act of the photographer in taking them, his arbitrariness, his
wilfulness, even where this special quality was accompanied by a loss of
considerable information about the ostensible subject. 20
From the 1890s to the present, the experiential photograph has continued to be
one of the most popular methods in rendering architecture. Some of the more
prominent examples of experiential photographs that show the extent to which it
has become a permanent and highly exploited approach are: Palazzo Vecchio,
taken by Fratelli Alinari in c. 1890s [Figure 4 ]; Einstein Tower, taken by Arthur
Koster in c. 1923 [Figure 5]; A Sea of Steps, taken by Frederick H Evans in 1903
[Figure 6 ]; The Larkin Building, taken by Clarence Fuermann in c 1904 [Figure
6A]; and much later, The Oakland Alameda County Colosseum Complex, taken by
Erza Stroller in 1968 [Figure 7 ]21
The significance of Alinari's photograph of Palazzo Vecchio is that he uses a
close view of one part of the architecture in order to communicate the intense
strength and power of the built form. This is articulated by the modelling of
forms from the strong sunlight which creates bold shadows and gives the surface
of the forms a palpable thickness. This view could not have had the same impact
or drama if taken from afar. The closeness and simplicity of the view confronts
the viewer in a direct and engaging manner. The use of the figure ascending the
stair-case indicates personal use of the built form, which reflects the experience of
the architecture.
Similarly, Koster's photograph of the Einstein Tower, is indicative of the
fragment view that can explain aspects of the architecture, which a more factual
elevational view could not. By the necessity of fitting a whole building within the
21





frame, such as the previous example of Porte Saint-Denis by Baldus, a factual
view would lose or diminish significant aspects of the architecture. This would
include issues such as texture, plasticity of form, and the depth of the recesses of
the building - all of which are articulated by the direction of sunlight and the
critical subject components in the fragment view. With this type of picture, the
image is often taken too close to the building to get an indication of the floor plan,
height, formal proportions, or size. Yet by allowing the strong and dynamic forms
to overwhelm; the intimacy is felt by having the texture and detail of the
architecture revealed at close range.
Evans' Sea of Steps, also uses the fragment view to position the viewer. The light
in the composition has been carefully composed. The gradation of tones from the
bottom of the picture to the top flows smoothly up to the target destination, which
is bathed in glorious ambient light. This tonal gradation, along with the
diminishing width between the patterns of wavy horizontal lines made by the
steps, directs the viewer's eye up through the architecture and heightens the sense
of experience of the architecture. With such a vigorous experiential sensation it is
virtually impossible to perceive the building in a detached and objective manner.
A more direct and universal method of instigating a sensory expenence IS
achievable through emphasis on the approach to the architecture. This involves
featuring the ground that the viewer must traverse before reaching the built form.
This can be seen in Fuermann's photograph of the Larking Building. In the image
the converging perspective lines of the fence and path create a direction which
leads the eye of the viewer towards the entrance. While most of the factual
information of the architecture is lost by not explaining the building with an
objective frontal view, much curiosity, atmosphere, and intrigue results.
A similar, but perhaps less austere example, is Stoller's photograph of The
Oakland Alameda County Colosseum Complex. Here the built form is obscured
by a mesh-wire fence that would not normally be considered an important
contextual aspect of the architecture. In reference to this, while describing the
21 The first four of these photographs, by Alinari, Koster, Evans and Fuermann, appear inRobinson, op. cit., on pages 74, 60, 80
and 92 respectively. The photograph by Stoller appears in William S Saunders, Modern Architecture: Photographs by Erza
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manner III which the photograph was taken, Stoller records his personal
observations:
I struggled for hours to find the most definitive angle, but the chain link fence was
always 'in the way' until I decided that it could offer texture and spatial interest
through the layering it provided. 22
From the discovery and applications of the experiential view, photography could
not turn back and act as pure factual record. In terms of architectural photography
the experiential view enabled the photographer to present any particular aspect of
a built form in a highly subjective and controllable manner. The fragment view of
the experiential approach implied that a particular aspect or interest could be
concentrated on without excessive distraction; and the emphasis on the quality of
light of the experiential approach meant that the photographer could use the light
to articulate any particular aspect of the architecture in a variety of desired ways.
This gave the photographer the ability and necessity, whether it is recognised or
not, to interpret the architecture through images with great freedom of personal
interpretation. Supporting this notion that all photography becomes subjective is
American writer and photographer Nathan Lyons, who in his essay titled
Photography 63 (1963), explains that:
events isolated from the physical world [by photography] are not selected at
random by a machine, but arise as the result of its use as an extension of the
complex response mechanisms of man.23
Consequently, as discussed in greater detail in Chapter Four Photography as a
form of communicating current context, architectural photography is a form of
propaganda; sometimes the motives are subconscious but they are always there. It
has been suggested that the only opportunity to avoid propaganda and provide an
objective image is to utilise unskilled amateur photographers. Szarkowski states
Stoller, HarryN Abrams, N.Y., 1990, p 71
22 22 William S Saunders, Modem Architecture: Photographs by Erza Stoller, Harry N Abrams, N.Y., 1990, P 84
23 Nathan Lyons, Photography 63"(1963), in Thomas F Barrow, et. al. (eds.), op.cit., p. 32
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Consequently, as discussed in greater detail in Chapter Four Photography as a
form of communicating current context, architectural photography is a form of
propaganda; sometimes the motives are subconscious but they are always there. It
has been suggested that the only opportunity to avoid propaganda and provide an
objective image is to utilise unskilled amateur photographers. Szarkowski states
that "only incompetence can rescue the photographer from the personal
judgement of his own seeing. ,,24
2.4 Photographic Style-lines
Architectural photography as propaganda is a powerful form of persuasion, for not
only does it have the ability to formulate positive or negative response in terms of
a piece of architecture, but it can, through the exploitation of just a handful of
works, justifY or denigrate the existence of an entire style. Promoting the
acceptance of a singular work of architecture, or indeed a whole genre through
photography, requires an approach which must relate to the style of the
architecture. This can be seen, with the development in the 1930s, of what
Robinson termed a 'New Objectivity' in the expression of architectural
photography, which "was triggered by the need to sell ... ,,25 the new, bold and
unusual modernist style of architecture.
This new style of photography was one of purpose, and found its calling primarily
in England and the United States. Modernist architecture was imported to these
countries so it was a significant and drastic break from the previously, slowly
evolving, and hence more easily accepted, vernacular architecture. It was the job
of photography to soothe the shock of new modem intrusions. In terms of this
shock of modernism, Akiko Busch, in the introduction to The Photography of
Architecture: Twelve Views (1987), points out that "despite its intent, architecture
was often seen as inhospitable, inaccessible and cold. Often, the photographs
soften this image and presented an alternative view. ,,26 In countries where
modernist architecture was initially developed, such as the Netherlands, Germany
24 Szarkowski, op. cit., P 16
25 Robinson, op. cit., P 110
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because modernism was closer to being part of a continuum of progressive
architecture in Germany than it was in England or the United States.27
The new style of expression in architectural photography that exploited the
experiential view, was used mostly for the promotion of the new modernist style
of architecture. A prime example of this is noted by Robinson; he explains that
around 1930 the British architectural journal, The Architectural Review, became a
convert to the modem movement and as such it "had one language to
propagandise the new architecture and another to illustrate the useful lesson of
older traditions. ,,28 As a support to this contention that Robinson makes, he cites
part of an article from an Architectural Review of January 1934, where
P Morton Shand explains his difference in attitude between the photographers of
new style and those of the old, that continued to photograph traditional
architecture in a traditional way:
Without modern photography modern architecture could never have been 'put
across '. In the early nineteen-twenties architectural photography was as
unimaginatively true to 'life' and conventional perspective as any other sort of
photography. Men with the cultural equipment of beach photographers walked
round buildings at a respectful distance like policemen on their beat flashing
lanterns on the impeccably obvious. But the new sort of architects had their
buildings taken by the new sort of photographers. A revolution in the technique of
architectural photography resulted, which has revolutionised architectural
criticism. 29
The notion that the success of modem architecture was closely linked with the
new, modem style of photography, indicates the importance of the way in which
buildings are photographed. This importance is recognised by Thomas Fisher, in
his essay titled Image Building, where he concludes that while "we think of
architecture in this century having been primarily influenced by such technologies
26 Akiko Busch, The Photography of Architecture: Twelve Views, Van Nostrand Reinhold Company. NY., 1987. P 7
27 Robinson, op. cit., p. 113
28 ibid., p. 120
29 ibid., p.1l8
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as steel, concrete and glass ...the technology of photography may end up having
the greatest impact of all. ,,30
This new style of representing modem architecture was was based on the
experiential view which imbued the modem architecture with a human quality.
An example of the methods undertaken to present modem architecture in such a
positive light, can be seen in a photograph by Ralph Steiner (1899-1986), titled
Lescaze house (1934), a modernist terrace house in New York by architect
William Lescaze [Figure 8]31. The photograph, taken just after completion,
isolates the building from its seemingly non-modem neighbours, so that the
viewer can consider the merits of the architecture without the concern of its
contextual appropriateness. This is significant for the energy driving modernism
came in part from a utopian desire to elevate social reform. The birds-eye view
explains and demystifies the modernist implementation of roof-top gardens, which
was an important aspect of modernist living, whereas a factual frontal elevation
photograph would not describe or even show the roof top garden.
While Steiner's photograph cannot be classed as an experiential view, as it does
not position the viewer within the architecture, the inclusion of two figures, acting
as the occupants of the house, does indicate how the architecture can be used and
appreciated. These figures not only show the utility of the space, but also act as a
propaganda tool for the architecture. They communicate a sense of relaxation and
comfort, and to a certain extent, a sense of almost regal and noble elitism, due to
their sophisticated attire and surrounding 'designer furniture.' These associations,
then become an inherent part, of not only that particular space, but also of the new
style of architecture to which it belongs.
2.6 The worms eye
A similar but different example of the use of the experiential approach of
architectural photography to promote modem architecture can be seen in an
untitled photograph of Sir Owen Williams's, Daily Express Building. [Figure 9]
30 Thomas Fisher, "Image Building," in Progressive Architecture, August 1990 p.89
31 Robinson, op. cit., P 122
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(1931), taken by the English architectural photography team, Dell and
Wainwright. Unlike the previous photograph, by Steiner, this image imparts an
experiential feeling to the viewer by putting the architecture in the foreground so
that it seems as though the viewer is standing in front of the building and looking
up. This more intimate experiential view, as opposed to a distant elevation shot,
allows one to understand the way that this skin of the building is articulated
through spandrels and thin window mullions. Thus the tipping of the camera in
order to create a worms-eye perspective has a tendency to increase the subjectivity
of the view by concentrating or emphasising the glass fac;ade, and as such accords
value to the technology in the making of the architecture.
It is significant to note that the use of the worms-eye VIew III architectural
photography was becoming a regular occurrence at this time and according to
Robinson, was the result of two factors, "the problem of photographing
skyscrapers, and ...thefreedom that the newly developed hand camera allowed.,,32
The use of the low worms-eye viewpoint isolated elements of the building, or its
surroundings, that tended to distract from the subject matter; one of the intentions
of the photograph then, according to Robinson, was "to remove from sight the Art
Deco detailing of the ground floor lobby. ,,33 Yet an indication of the physical
context of the architecture is presented through the powerful juxtaposition of the
new building against the "poetic extravaganza, ,,34 and grandeur of the spire of
Christopher Wren's St Bride, Fleet Street (1670-84). The composition of Dell and
Wainwright's photograph, suggests an excitingly compatible relationship between
respective qualities of the different architectural expressions. This was visual
excitement, exaggerated in a controlled manner through the use of the tilted view.
Through the photograph the sleek modernist expression has been presented as an
intriguing and innovative style that was contextually appropriate in terms of the
largely non-modem edifices of previous architectural developments.
2.7 Informed vision - Internationalism
32 Cervin Robinson and Joel Harschman, Architecture Transformed: A History of the Photography of Buildings ji-om 1839 to the
Present, The MIT Press, Mass., 1987.
33 ibid
34 David Watkin, A History of Western Architecture, Laurence King, London, 1986, p. 287
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The image of modernism presented through the Dell and Wainwright photograph
contrasts with the more inclusive promotion of modernism in the vision of a
modem world seen in the previously considered Steiner photograph. The
conclusion to be drawn from this is that while both photographs are presenting
modernism in a promotional manner, they do it through different methods. These
are dependent on the way that the ambiguities and characteristics of photography
are controlled.
A further example of presenting and 'selling' modernism, through an alternative
vision can be seen in an untitled photograph (1944) by Erza Stoller of Phillip
Johnson's Johnson House (1942) [Figure 10].35 While it is another experiential
photograph, which places the viewer inside the architecture, it is essentially
different from previous examples in that it concentrates primarily on the effects of
light to glamorise and invigorate the architectural space. The universal and open
space of the international Style36 in this house is undoubtedly enhanced by the
nature of winter light. In doing this the photograph promotes the extensive use of
glass, and the minimal but highly refined detailing of the architecture. While
there must be many impracticalities of living in such a space, the photograph
seems to delicately push these issues aside and encourages the enjoyment of the
way that the architecture deals with "continuity of indoor and outdoor space. ,,37
The International Style became significant to the way in which architectural
photography presented and propagandised modernist ideas. Erza Stoller is
recognised by other photographers of modem architecture. His photographs have
been described, as playing "a major role in shaping the public's perception of
what modern architecture is all about. ,,38 In promoting the work of his modernist
architect clients, Stoller consistently used both the factual and the experiential
approach in photography. While modem architecture could be successfully 'sold'
with the experiential approach, as seen in the previous example with his
photograph of the Johnson House, the nature of architecture, consistent with the
35 Saunders, op cit., p. 157
36 For a greater understanding of modernism in relation to the International Style one should consult the following accounts:
Kenneth Frampton, Modern Architectures: A Critical History, 3'd ed., Thames and Hudson Ltd., London, 1992; Charles Jencks,
Modern movements in Architecture, 2nd ed., Penguin, Harmondsworth, U.K
37 Robinson, op cit., p. 128
38 Saunders, op, cit., p. ii
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39 ibid, p. 8
International Style, more importantly facilitated the re-introduction of the
informative, elevational and seemingly objective approaches. Photographers who
practiced the elevational or direct approach were not so much interested in
presenting the comforts, or context of the new form of architectural expression,
but were more concerned with the formal and ordered power of the International
Style. Thus one of the fundamental notions of the international Style, which
reinforced corporate image, could be eloquently but forcefully communicated.
This can be observed in Stoller's untitled photograph (1960) of Gordon
Bunshaft's First National Bank (1960) [Figure 11]. The front elevation
emphasises the order and symmetry of the architecture, and in doing so, creates
more than a document of the architecture. It creates a vision of the architecture
that emphasises a classical restraint utilising and refining modem technology and
minimalist ideals. The building is architecture of simplicity, and as such is
presented for the viewer in a simple and austere fashion. The photo represents the
architecture as clean object free of distracting elements.
In terms of this photograph, it is interesting to note that during printing from the
negative, Stoller specified that the sky of the print be kept white. According to
Saunders, this was done because, "although skies are never white, ...the bank's
powerful black horizontals are best revealed against that sky. ,,39 This seems to be
an unusual trait in terms of photography because sky was normally 'burnt in' or
added later, to try and represent perceived reality to a greater extent. But this
photograph by Stoller is not about representing reality, it is essentially about
photographing the architecture in the best way possible for the architect who
commissioned the photographs.
Architectural photography has been able to present modem architecture so that it
could address a variety of criticisms. The experiential approach of representation
could 'soften' the impact of the modernist's ideals, while the factual or elevation
approach could consolidate, and validate the expression of quite powerful, direct
and sophisticated structures.
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Fig 11
First National Bank
Ezra Stoller
The inevitable recognition of the fact that architectural photography did not
present reality and that it was a promotional tool in terms of modernism, was
realised on a wide scale, according to Robinson:
In the late 1940's and early 1950s there had been a feeling in the air that
photography might do more than it did, that it was distorting what was being done
by telling only part of the story and should in general tell the bad news as well as
the good. The belief was that photographs did not show buildings in their real
contexts or with people in them, that they cast buildings in too good a light.4o
2.8 Social realism
In the late 1930s, while modernism was only just being embraced by
photographers such as Stoller, there was a band of other photographers who "were
committed less to the new architecture, than to making a portrait of the
contemporary world.,,41 This new approach was apparent in the work of two
American photographers: Berenice Abbott (b. 1898) and Walker Evans (1903-
1975). In his book, The History of Photography: From 1839 to the Present Day
Beumont Newhall describes this photography of capturing the state of the world
as "the use of the artistic faculties to give vivification to fact. ,42 This was a type
of photography that was in fact a form of social documentary, heavily imbued
with personal interpretation. It was photography that had sympathy with all forms
of social endeavour, the beautiful, the ugly, but mostly the ordinary existence that
was ravaged by the effects of social depression. An example of this can be seen in
an untitled photography by Walker Evans of two houses in Atlanta in 1936
[Figure 12].43 The significance of this type of documentary photography was that
it concentrated on the often cluttered and unattractive complexities of an industrial
society, which the modernist ideal vision seemed to ignore. Walker Evans has
taken this photograph in a head-on, factual manner, similar to Stoller's
photographs of the clean and bold representations of the International Style, as
40 ibid., p. 156
43 ibid., p. 128
42 Beaumont Newhall, The History of Photography: From 1839 to the Present Day, The Museum of Modern Art, NY, 1964,
p.144
43 Robinson, op cit., p. 132
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Robinson points out, a ''fresh awareness of juxtaposition. ,A4 This can be seen by
the way Evans combined the unattractive and visually busy advertisements with
an industrial landscape, with the view of the two houses. It is a celebration of the
complexity, diversity and struggle of life which would have been ignored or
'swept under the carpet' by the modernist architectural photographer.
2.9 Post Modernist Photography
Post-Modernist photography was facilitated to a greater extent by the progression
of photographic technology, which, "at the beginning of the 1970s,...[allowed
for] the use of smaller cameras and faster black and white films, ,AS. Inevitably
people could be captured spontaneously with a high degree of success. Certainly
the use of unposed people in photographs of modem buildings would have been
abhorred by the modernist who preferred to operate in a controlled environment.
This can be seen in Ken Hedrich's photograph (1943) of Mies van der Rohe's
Metallurgy Building, liT (1943) [Figure 13].46 In this photograph, as Robinson
notes, "the figures invest an industrial style of architecture ...because they clearly
had been posed. ,A7 In terms of promoting the modernist style posed figures were
seen as presenting "an air of significance that unposed figures always lack. ,A8
Modernism preferred not to be associated with any spontaneity which unposed
figures might introduce.
2.10 In constant flux; the image and the professions.
In order to ascertain a contemporary profile of attitudes towards architectural
photography, interviews were conducted with a number of leading professionals.
Architectural photography is indeed a contentious issue among architects and
architectural photographers. What it actually reveals of the architecture was hotly
44 ibid., p. 131
45 Cervin Robinson and Joel Harschman, Architecture Transformed: A History of the Photography of Buildings from 1839 to the
Present, The MIT Press, Mass., 1987, p. 6., p. 181
46 ibid., p. 126
47 ibid., p. 123
48 ibid
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debated. The only exception to this was Harry Seidler, who indicated that
photography was no more than a tool for the promotion of architecture and that,
ultimately, an architect's reputation is not facilitated through photographic means,
but is based solely on the worth of the architecture. 49 This contradicts a later
discussion on Seidler's dogmatic attitude regarding the photographic presentation
of his work.
The complexity of the medium was whether or not one architectural photograph,
perhaps a fragmentary view, could capture the essence of its subject. While all
were of the opinion that the photograph defmitely could not capture the entirety of
the architecture, there were varying positions on the capacity of photographs to
capture the more intangible essence of the architecture. Photographer David
Moore, for instance, is of the opinion that it would require "a pretty simple
building for one picture to do it. ,,50A contrasting view is held by photographer
Tim Griffith who believes that a single shot, a selective detail or fragment view,
could capture the essence of the architectural expression in a potentially more
powerful way than showing a whole building. In reference to this he suggests that:
.... You can take a photograph of a detail that becomes an expression of the whole
thing ... that is actually, probably, a more powerful photograph than showing the
whole thing, in which case, all those particular little details are somewhat
watered down. So you try and look for a shot that somehow embodies the essence
of what is in the thing.51
Griffith is also aware of the potential danger of this, in that it could replace the vieWer's
experience of the particular building.
From the architect's perspective, Ivan Rijavec totally denies the idea of a
photograph being more than an inadequate record of the architecture.
Furthermore, he believes that the essence communicated by the photograph is
always a fiction compared to the actual character of the built form.52 But although
it communicates an inaccurate or inadequate expression of the architecture,
49 Harry Seidler, Notes from telephone conversation, June, 1996.
50 David Moore, transcribed notes from interview, July, 1997,
51 Tim Griffith, transcribed notes from interviews, August, 1994, 1996, 1998,
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Rijavec is concerned that the power and general acceptance of the vision of a
building remains, "irrespective of the fact that it has been made into a lie. ,,53 This
is probably due to the apparent realism of the photographic medium, which can
foster alternative perceptions of the architecture, and may not necessarily be
related to the actual building or design. The composition and lighting effects of
the image, Fragment of the Sydney Opera House by Night (1973), by Max Dupain
[Figure 14] seemed to inspire Rijavec. While he was adamant that the photograph
was not a good indication of the essence of the Opera House, it nonetheless
challenged his own perception of it through personal experience or other images.
The reason that Rijavec wanted the copy is indicative of the photographic
aesthetic of the image becoming as powerful as the subject. His intentions for the
image were to "re-represent" the forms "as a flat surface ... as a generator of a
new form" for one of his up-coming designs.54 This becomes an example of
where an image not only influences the perception of architecture, but also has the
potential to inspire its.
Given the potential power of the photographic medium, the discussion of the
ethics or intentions of an architectural photographer became an important issue to
all interviewees. Rijavec was concerned that photographers, due to their own
photographic prejudices, were further compromising the representation of the
architecture by "using architecture as a quarry to find good shots. ,,55 This worry
that photographers were inevitably using photography for their own purpose was
the reason why Rijavec preferred photograph his own buildings. He also
mentioned that his images, while certainly not an objective means of
representation, "were probably quite different from the promotional ones that
traditional and probably less informed photographers would take,,56. While
Rijavec concerns are essentially an attempt to make the architect's considerations
apparent in the photographs, it is an attitude that Moore regarded as being
"terribly precious, ,,57. Moore believes that "a building should be able to stand up
52 Ivan Rijavec, transcribed notes from interview, June, 1996, 1998,
53 ibid.
54 ibid.
55 ibid.
56 ibid.
57 David Moore, op. cit.
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to being photographed by anyone,,58. Surely, if photographs are to act as records
at all, then there must be some facility to make the viewer aware of the subjective
input that a photographer can have. Perhaps the only way to do this, apart from
visiting the architecture in person, is to hold a variety of interpretations of the
subject matter, so that some of the photographer's prejudices may be able to be
realized. This variety of interpretations would ideally contain both professional
and amateur photographs, such as those taken by Rijavec. Hence, the professional
photographer's methods of 'glamorizing' the architecture may be exposed. Tim
Griffith disagrees with this proposition as he believes that a particular
photographer can understand the architect's work better than other photographers,
or even the architect, so that they can represent it not only in terms of the way that
the architect wants to see it, but also in a way that reveals the building. 59
This issue of ethics for the photographer becomes an important one for
Peter Hyatt. As an editor as well as a photographer, Hyatt has a greater
understanding of his target audience. While Hyatt recognizes the potential abuse
of such a position in terms of 'truthfully' representing the architecture, he believes
that it offers "a great opportunity to have control over the use and emphasis ... of
the shot. ,,60 The advantage of this is that, instead of having the already subjective
vision of the architecture further manipulated by another person, the photographer
as the editor, can have direct control over total image selection, ... in a way that
cannot only just be understood, but in a way that hopefully moves people.
As Hyatt goes on to explain, ...1 think as an architect a lot of the work is not
particularly gratifYing - you don't get the recognition. And to be able to give
people recognition is fantastic. 1 like to cover and show case projects where 1
think good work has been achieved. 61
This however would appear to be dependent on the ethical position of the
photographer/editor, as Szarkowski suggests:
58 Tim Griffith (transcribed interview notes), op. cit.
59 Tim Griffith (transcribed interview notes), op. cit.
60 Peter, Hyatt, transcribed notes from interview with author, June, 1994, 1997,1999. and earlier and more resent conversations.
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Architectural photography is capable of expressing relevant, responsible,
cohesive meaning ... for this potential to be realised the photographer must be
made responsible for the content as well as the execution of his work. This
responsibility cannot end with the making of the photographs. The photographer
should also select, from the total number of photographs made, those that, as a
group, conform most closely to his understanding of the subject. If he is to be
more than a sensitive technician, it will be inconsistent for him to submit proofs -
alternative versions of the truth - from which an editor will pick the most true.
Even a picture sequence should be the photographer's province. 62
61 Peter Hyatt, Op.cit.
62 John Szarkowski, op. cit., p. 16.
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Chapter3
Interpreting the Architectural Image
"Photographs are perhaps the most mysterious of all the objects that make up and
thicken, the environment we recognize as modern ". (Sontag, 1997, p 4)
The relationship that exists between architecture and architectural photography is
a complex and significant one which facilitates alternate perceptions of the
architectural subject from those gained via first hand experience. This stems from
the fact that architecture is made up of three-dimensional forms, while
photographic representation is at present unable to extend beyond its two-
dimensional boundaries or limitations of the view-finder. While the Architectural
photographer David Moore recognizes that, "the architectural statement is
enormously greater than any photographer can show it to be" (David Moore,
1975 p. 68), it would appear that the personal experience of architecture is also
unable to deal with the complexities involved in the perception of the built form.
As first-hand experience becomes only one method of revealing the characteristics
of form, the greatest understanding or knowledge of architecture is achievable
only through perceiving the built environment through many differing forms of
representation.
Architectural photography IS essentially a design conscript that articulates
architecture, be it through the recording of change over time or to inform
interpretation through the use of unfamiliar view-points. The internationally
renowned film maker, Peter Greenaway, describes the effect of time on a
particular piece of architecture that he was critically observing when creating the
setting for the film The Draughtsman 's Contract:
"... I methodically and painstakingly drew the shifting shadows across the facade
of a Victorian house. The facade was a very different pictorial proposition at
morning, noon and night, and the excitements of depicting the play of light on a
crisply defined building have persisted" (Peter Greenaway, 1993, p 84)
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The significance of photographic representation, in terms of four-
dimensional architectural expression, is that it has the inherent ability to 'freeze'
the architecture. This presents it from a fixed moment of time and from a fixed
position, which dictates the way the form is articulated by light and other
atmospheric conditions. What Thomas F Barrow describes as "a frozen instant of
time ambiguously related to the real world, ,,63 allows the viewer to consider the
particular effects of light in a more detailed manner. Susan Sontag extends this
notion in her book On Photography, where she suggests, that, due to the
immortalizing nature, photographs have the inherent ability "to accord value to
their subjects. ,,64 Consequently, it becomes crucial, in terms of the perception of
the built environment, to realize, or to have some understanding of the aspects and
issues that have been selected.
The selection, emphasis and focus exploited by the architectural photographer
inevitably influences the way that a building is perceived. Because a photograph
can never consider the totality of the built form, it becomes an abstraction of the
actual entirety of the architecture. Consequently, the variety, complexity and
diversity of alternate perceptions, facilitate the notion that a photograph is not
necessarily a factual document, but rather a personal interpretation of the
architecture. This is realized through the consideration of, two primary issues: The
quality of light and the abstracting nature of the medium.
63 Barrow et aI., op cit., p. 7.
64 Sontag, op. cit., p 28
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3.1 Visions of Light and the built form
"The power of architecture may be said to depend on the quantity (whether
measured in space or intenseness) of its shadows; and it seems to me that the
reality of its works should express a kind of human sympathy, by a measure of
darkness as great as there is in human life". 65Ruskin.
"the subtle interplay of light and shadow on a building is the paint an
architectural photographer uses on his canvas offilm. " (Schulman J, 1977, P 51)
In terms of photography, light is the quality that the medium captures.
Without light the medium of photography is rendered useless. Both forms of
artistic expression, photography and architecture, are indebted to the properties of
light for their ability to be able to realize forms of expression. This is because the
quality of light is needed for perception to take place. But articulation of
architecture through light is not a static characteristic, as the light changes, so too
does the way that the buildings form is articulated. In effect, this means that the
face of architecture is not static, but rather a dynamic expression of the effect of
varying lighting and atmospheric conditions. These constantly changing external
conditions, in reference to the built environment, may reveal particular
characteristics of the architecture that are not always apparent when it is viewed or
documented under differing conditions. Hence one architectural image taken
under one set of external conditions could essentially transmit a completely
different experience to the same work when presented under different conditions.
This introduces the notion of subjectivity into architectural photography, where
the architectural photograph becomes an individual interpretation of the built
form. Hence, the effect of light, and other atmospheric conditions, has the
potential to dramatically enhance or diminish the visual expression of the
architecture. This will often invoke different sensibilities and shift the viewer's
perception of the subject. Consequentially, a carefully composed or orchestrated
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photograph can guide interpretation along a predetermined direction and hence
control the perception of the architecture. The two photographs of the Newman
House in [Figure 15], taken by architectural photographers, Peter Hyatt and Scott
Frances [Figure 16], illustrate this point. Because the photographs have been
taken from virtually identical viewpoints the two images initially seem similar.
However, after critical investigation, the apparent likeness fades as the building's
disposition, portrayed through the images, reveals two quite distinct identities.
The Newman House (1988-91) by architect James Grose is a house which
is generated metaphorically from "the production sheds of the [BHP/6 steelworks
and refers to the 'memory' of the shearing sheds, which are both outside the
conventional reference system for the house.,,67 The challenge of this design was
to create a feeling of sophisticated domesticity out of this rural and industrial
ideology. A photograph of the house, taken by architectural photographer Peter
Hyatt, has been executed under particular atmospheric conditions such that the
verandah and internal lights are needed to illuminate the architecture. 68 The
photograph concentrates, through its use of lighting, on the personable aspects of
the built form; that is the stairs, the handrails, the windows and the interior of the
house. In this way the photograph helps to communicate the domesticity of the
house by softening, what might be otherwise considered, a harsh aesthetic from
industrial architecture, giving it a sense of warmth and an 'inner glow'. The
photograph further alleviates the impact of the seemingly severe materials and
austere forms by presenting it under a sky of dull, feathery clouds. This not only
forms a soft, non-confrontational backdrop for the subject, but also implies that
the intensity of light that illuminates the building's surface is weaker and more
ambient. The result is that the architecture is not modeled by stark, harsh,
contrasting shadows that would exaggerate the industrial nature of the materials,
but by a softer light that articulates the surface and formal qualities of the
architecture.
65 This extract from Ruskin's Seven Lamps of Architecture is quoted by Kent Bloomer, "Multiple Essence," in Perspecta #22:
The Journal of the Yale School of Architecture; Paradigms of architecture, Rizzoli International, 1986, p 33.
66 Broken Hill Proprietry Limited
67 Graham Jahn, Contemporary Australian Architecture, with photographs from Scott Frances, The State Library of New South
Wales Press, Sydney, 1994. P.23S.
68 This photograph appears on the front cover of the BHP produced magazine, Steel Profile Number 38, December 1991. It is
significant to note that Hyatt is also the editor of this Melbourne based journal. Therefore his photographic intentions are
perhaps pre-determined by his need to promote steel architecture.
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Fig 17
Newman House
On the other hand, the time of day, lighting and weather conditions of
Scott Frances's photograph 69 are very different to those in Hyatt's image.
Frances's work presents a cold, austere assemblage of architectural forms inherent
in the building. The intense blue sky and direct light severely models the steel
surfaces. While this emphasizes the industrial nature of the design, it also
disguises the internal aspects of the house. By not directly acknowledging the
built form as a domestic piece of architecture, the image could be interpreted as
being a very expensive farm shed. The two plan diagrams indicate the view point
of both the Hyatt and Francis photographs as well as the incidence of the sun light
as it strikes the north-west elevation.
It becomes noticeable from the two photographs, taken from virtually the
same position, that a difference in lighting or weather conditions can not only
evoke different sensibilities towards the architecture, but its representation can
essentially transform the meaning of the architecture. Therefore, while an
architectural photograph cannot communicate every aspect of the architecture, it
can bring a particular visual interest or character to it. Consequently architectural
photography has the ability, through the complexities and ambiguities of the
medium, to alter one's perception, and as a result, not only have their own
intrinsic aesthetic value, but often provide the potential for new ways of seeing.
Theorist Rudolf Arnheim, in his work titled Film as Art, suggests that the visual
differences inherent in the perception of the physical world through photography,
necessitates that they "could be shown to be a source of artistic expression. ,,70
These potentially new modes of expression therefore contribute to diversity and
complexity in the development of new architecture.
Further augmenting the diversity and complexity of light in the
perception of architecture, is the separation between the colour and black-and-
white mediums. The essential difference between these two is that black-and-
white photography is further removed from physiology of most human sight than
the colour medium. Consequently, while both black-and-white and colour
photography provide distinctly different interpretations, the monochromatic
69 This image is part of a series of photos of the Newman House, taken by Frances in Jahn, op cit., p 232. The works of
architecture presented in this book formed an exhibition titled Faith, Hope and Construction: Australian Building Since 1976,
that was held at the State Library ofNSW between April 3 - August 21, 1994. It was curated by the author of the book,
architect, Graham Jahn
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medium is more unique and ambiguous in terms of rendering the effects of light,
and therefore lends itself to more original and divergent interpretations of the
architectural form.
Black-and-White photography deals essentially in defining and
delineating elements of the photographic subject through tonal modulation of light
and shade. Conversely, the medium of colour photography can separate the
elements of architectural expression in the photograph, simply through
representing specific and individual hues and intensities of colour. Because of
this, colour photography places much less emphasis on the quality and intenseness
of shadows that articulate the architecture.
The Yarra River Footbridge, Melbourne (1986 - 90), by architects Cocks
Carmichael Whitford, is a significant Melbourne landmark that can be
majestically applauded and visually celebrated in both black-and-white or colour
mediums of photography. A comparison of two photographs of the Yarra River
Footbridge, one in colour and the other in black-and-white [Figure 19A], illustrate
the differing concerns and varying qualities of the two mediums. One of these is
an untitled photograph taken by Scott Frances (1993) [Figure 19], which became
the centerpiece for the recent exhibition, Faith, Hope and Construction. 71 The
initial reaction towards this image is driven more by the dramatic display of
saturated polychrome that instantly overwhelms the visual senses, rather than the
architectural object. Upon regular visits and personal experiences of this subject,
it becomes apparent that the colours of Frances' image are not accurately
representative of the true colour rendition as seen under general Melbourne
conditions. The intensity and warmth of the colours could even be attributed to
the use of lens filters that would deepen or warm-up the hues. While it may not
be an accurate description in terms of colour, it is nevertheless, a vibrant, glorious
and visually brilliant representation of the bridge that communicates the delight of
the architectural expression.
Frances's image not only exploits the light to communicate the tangible
aspects of the architecture, but by revealing a rich and playful palette of colours,
70 Rudolph Amheim, Film as Art (1975), in Barrow, et aI.., op cit., p 64.
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Fig 19
Yarra River Footbridge
Scott Frances
Fig 19A
Yarra River Footbridge
John Stabb
his work also celebrates the more lyrical intentions of the form, and hence,
encourages the personal and contemplative experience of 'crossing-the-bridge'.
3.2. The Image as Abstraction
Increasing the ambiguities and complexities of architectural photography,
and therefore increasing the subjectivity in the way architecture is perceived, is
the issue of the photographic image as an abstraction of the subject. Due to the
necessity of the photographic medium to transmit the architecture on a flat, two-
dimensional plane, all architectural photographs are essentially an abstraction of
the subject.
Abstraction occurring in the translation of three-dimensional architectural
form to the two-dimensional plane of the image has the potential to liberate the
subject from physical dimensions and weight. It denies the architecture the notion
of being the actual construct of building and engineering so that it can be
considered in more lyrical terms. This can be seen in the Fragment of the Sydney
Opera House by Night [Figure 14], where the central curvilinear form soars
effortlessly and gracefully skywards, denying all but its own impressive beauty.
Increasing the nature of abstraction of an image potentially leads to an
image of greater power, vividness and potency. This, in conjunction with the
diversity of the effects of light on the image, makes photography a highly creative
and visually stimulating endeavor.
Possibly the most significant action that facilitates abstraction of the
photographic image is the process of selection that inevitably takes place in the
formulation of an image. Due to the two-dimensional nature of photography, the
image must always have a frame, edge or border. There must always be some
process of selection, whether conscious or unconscious, as what to include and
what to exclude within the frame.
The consideration of the frame of the image becomes a crucial and
contentious issue in terms of architectural photography. It is often seen as a
downfall of the medium in terms of representing the architecture in its context.
71 At the exhibition, in the State library of New South Wales, this image took the prominent position of entry. It was presented at
42
The importance of context in architectural design is significant, but this
significance is not always transmitted within the frame of the image. According
to American critic Robert Campbell:
"The essence of photography is the act of framing. With your viewfinder,
you put a frame around something, isolating it and giving it a special importance
while suppressing everything outside the frame. Photography, in other words is
[often] the removal of context. 72
An example of the contextual limitations of architectural photography is
a photograph of MitchelllGuirgola & Thorp's St Thomas Aquinas Church (1987 -
98), by architectural photographer Scott Francis [Figure 20].73 The photographer
has employed compositional techniques that present the architecture within a
green field context. The building is presented as a pristine object of devotion that
is enhanced by the grassy, almost spiritual, expanse of field. It conjures up
recollections of modernist icons such as Le Corbusier's Villa Savoye (1929 - 31)
at Poissy [Figure 21] or Notre Dame du Haut (1950 - 54) at Ronchamp
[Figure 22]. However, according to David Moore, the actual context is far
different from this stark, idealistic or modernist gesture by Frances. 74 The church
is actually situated in the middle of suburbia, surrounded by residential dwellings
[Figure 23]. If the photograph communicated this additional material, where
social, economic and cultural circumstance would begin to come into play, the
perception of the architecture would be significantly different and probably less
powerful. This method of selection, where the form becomes 'feature',
contributes to 'object-orientation', and hence encourages an architecture that pays
respect only to itself.
Rarely can architectural photography extend beyond the immediate
physical surrounds to successfully deal with circumstance within the image.
Representing context, even just the physical context of the architecture, is in itself
a complex issue that often rests on the balance of content, subject matter and
detail. Architectural photographers are usually commissioned to concentrate on a
a fonnat that was much larger than all the other photographs of the exhibition.
72 Robert Campbell quoted by Akiko Busch, The Photography of Architecture: Twelve Views, Van Nostrand Reinhold Company,
NY., 1987, p. 89.
73 This photograph was part of the exhibition of Contemporary Australian Architecture, at the State Library of NSW.
74 This example was brought to my attention by Sydney architectural photographer David Moore
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Fig 20
St Thomas Aquinas
Scott Frances

particular building. Incorporating contextual surrounds within architectural
Images can often dilute, or even 'clutter' the impact or power of the subject
matter. Therefore the ability of architectural photography to remove the built
form, or part thereof, from its contextual concerns should not necessarily be
considered a limitation of architectural photography, as discussed by Campbell,
but, if done with skill, allows the viewer to consider and perceive the architecture
without the inevitable external associations that exist in personal experience.
These associations exist because the purpose of most architecture is to
accommodate practical functions as well as aesthetic concerns. Because we live,
work and carry out our lives in it, "we are not always prone to seeing architecture
as art unless so instructed - which is just what the photographs often do. ,,75
Removal of the context potentially allows the architecture to be seen in a startling
or altered state from its ordinary, practical existence. Consequently photography
enables the viewer, photographer, or even the architect, to participate, as noted by
Robert Adams, in the act of "discovering and revealing meaning from within the
confusing detail of life. ,,76 This provides the occasion for those viewers, already
accustomed to the architecture, to take a fresh look, and perhaps realize a state of
contemplative reverie.
Susan Sontag points out that a photograph "must always hide more than
it discloses.,,77 The admission of the photographic image, in not being able to
communicate every aspect of the architecture, does not diminish the value of
architectural photography. Rather, the ability to concentrate on certain areas of
architectural expression confirms the photographic image as a medium that can
potentially facilitate greater awareness of the inherent architectural issues in
buildings. According to John Gollings " ...there is a role for certain images to
simply attract attention. They may not explain meaning in architecture but they
b . . h fi . I 78can ecome Icons, elf er or a commumty or pace.
Evocative, abstract architectural images have the potential to be more
than just attention getting or iconographic. Abstraction of architecture through
photographic images can communicate the essence or spirit of the architecture
75 Busch, op.cit., p 23
76 Robert Adams, Beauty in Photography: Essays in Defence of Traditional Values, Aperture, NY., 1981, P 84.
77 Sontag, op. cit., p 23.
78 John Gollings, "Photography and Debate" in Architecture Australia, Dec 1990, p 50.
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without necessarily respecting the entirety, actuality or function of the
architecture. This is due to an association in terms of similar visual aesthetics of
photography and architecture. As explained by Eric de Mare, "architecture and
photography ...both are concerned with constructing forms, lines, tones, textures,
and possibly colours, into a sculptural unity. ,,79 Therefore a photographic image
can embrace these characteristics of architectural expression through its own
compositional or abstraction techniques. de Mare considers the artistic nature of
architectural photography and suggests that it is highly suited to abstraction that
can communicate the essence of the architecture. As he states:
Many can still not appreciate a painting unless it tells some
representational story ...yet such people, who enjoy looking at photographs just
because they do seem to tell a representational story, begin to see, when they
themselves take to a camera, that lines, forms, tones, textures and patterns
organised into selected compositions can be pleasure giving in themselves - that
is as 'abstracts '. Then they begin to appreciate the virtues of modern painting
which they had hitherto found meaningless. Then they also begin to appreciate,
.-l d d ' h' ,,80unuerstan an e11Joyarc ltecture.
Excluding notions such as function, scale or materials can often release
the viewer's perception from actuality and therefore reveal a more powerfully
expressive architectural nature. Architecture is more than bricks and mortar. This
can be seen in a comparison of two photographs by Judith Turner that exploit
abstraction to different degrees [Figures 24 & 24A]8l. The high level of
fragmentation in these images makes little reference to built form. As such the
architecture is expressed so that there can be total concentration on the realm of
ideas. The combination of abstraction and tangible representation provides vitality
in the demonstration of the physical qualities of the architecture. Her highly
fragmented images only barely indicate the physical nature of the handrails.
Consequently, the architectural subject can almost be seen as a two-dimensional
subject that alludes to de Mare's aesthetic concerns of both architecture and
photography.
79Ericde Mare, Photography and Architecture, The Architectural Press, London, 1961, P 19
80 ibid, P 24
81 Tel Aviv Apartment House, Israel (1983) by architect P Hutt.This photograph appears in Busch, op cit., P 219 and John
Hejduk's Cooper Union Renovation, New York (1979)
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Fig 24
Judith Turner
fig 24A
Judith Turner
While photography could be considered fundamental in terms of
Campbell's 'removal of context' idea, it is also necessary to look at the
circumstance which the image can impose on the perceptions of the architecture.
The selection of contexts for the architectural subject is virtually limitless
considering the extent to which photographs can be electronically manipulated.
This obviously poses a danger for the integrity of the photographic medium in
terms of hidden intentions of the image and control over perceptions. On the other
hand, the careful use of selected context for the architectural subject of the image
can be a powerful tool in terms of increasing the awareness of some of the
subtleties of the architecture, such as; reinforcing some of the essential, but not
obvious, aspects of the design; or even using context to create interesting visual
relationships involving the architectural subject.
While total isolation of the subject can provide an impact of intense
visual power, the use of juxtaposition of elements within an image can create a far
greater sense of excitement. The power of juxtaposition in creating excitement of
the image, and hence the architecture, can be seen in a photograph of the Daily
Express Building, London, by English architectural photographers Dell &
Wainwright, c 1931 [Figure 9].82
Juxtaposition of contextual concerns in architectural photography often
encourages more detailed examination of the subject matter. This is apparent in
City Bridge image, where a contemporary symbolic bridge form is set in stark
contrast with the classical revival tower of Flingers Street Station in Melbourne.
This inevitably ties the identity of the bridge to a Melbourne landmark, thus
indicating the setting of the bridge without resorting to a wide angled, or
panoramic view that would diminish the symbolic quality of the image. As well
as indicating urban location, the tightly cropped image of City Bridge, alludes to
the function of the architecture. The inclusion of walking people and an indication
of the handrail extending through the bottom of the image indicates the transitory
nature of the architecture. But still, the image does not blatantly transmit the fact
that the subject is a bridge; curiosity and intrigue remain. The reluctance to widen
82 This photograph appears in Cervin Robinson and Joel Herschman, Architecture Transformed: A History of the photography of
Buildings from 1839 to the Present, The MIT Press, Mass., 1987 p 119.
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the angle of view gives the viewer the opportunity, as noted by Donald Bates, "to
speculate on an expanded domain of the {in)visible and the architectural. ,,83
Including people in architectural photographs, as in the City Bridge
image, can often be the most effective way to represent the contextual issues of
the building. While expressions, poses, actions and gestures are all attributes of
the photographed human figure, the ease with which the perception of architecture
can be altered by the nature of the human element is not without its risks.
The debate concerning the use of people in architectural photography
centres around the prominence of the architectural subject in the image. Some
architectural photographers, like American Tim Street-Porter, believe that "the
human figure is a help rather than a hindrance to composition.,,84 In this way the
scale, proportion and context can be sufficiently communicated, potentially
allowing the photographer to create a more abstracted view celebrating the
intangible architectural issues. A photograph taken by American Erza Stoller in
1955 [Figure 25] of Le Corbusier's Notre-Dame-du-Haut Chapel, Ronchamp
(1950 -54) exemplifies this use of the human figure.85 The universal, modernist
space presented in this photograph contains no obvious visual clues relating to the
religious nature, apart from the inclusion of a priestly robed figure. The figure,
which immediately catches the eye, also facilitates recognition that the image is
indeed of an architectural space. Without the presence of the figure, the image
could look more like a composition of interestingly shaded graphic shapes than an
architectural space. The abstract nature of the image requires the figure order to
communicate the function, spirit and formal expression of the architecture.
The contrary opinion to the propriety of people in architectural
photography, is based on the notion that the human figure necessarily acts as a
distraction to the perception of architecture. American architectural photographer
Steve Rosenthal, believes that "a photograph with a person in it all too often
becomes a photograph of that person. ,,86 Supporting this view is another
83 Donald Bates, "Photographs by Helene Binet" in AA Files, Number 19, Journal of The Architectural Association, London,
spring, 1990, p 79.
84 Tim Street-Porter quoted by Busch, op.cit., P 172.
85 This photograph appears in William s Saunders, Modern Architecture: Photographs by Erza Stoller, Harry N Abrams NY.,
1990 P 168.
86 Steve Rosenthal Quoted by Busch, op. cit., P 92.
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American architectural photographer, Norman McGrath, who contends that: "If
people look unnatural or odd in any way your eye is immediately drawn to
them. ,,87 If any architectural photograph was to qualify as a candidate for this
type of criticism, it would be John Gollings' image of Edmond and Corrigan's
Catholic Church o/the Resurrection ,Keysborough (1975 -76), (f).88
Like Stoller's religious image, Golling's photograph also contains a
robed figure. In this example the figure has been imposed on an already existing
Image. This manipulation endows the figure with a heightened sense of
spirituality due to ghostly transparency of part of the figure. The figure attracts a
substantial amount of attention, but without it there would be no way to decipher
from the image, that Edmond and Corrigan's building is indeed a church.
Rosenthal would be critical of this creative and informative use of the human
figure, not only due to factor of distraction, but also because he believes that if the
image needs a figure to explain the architecture, then "it has not been well
resolved. ,,89
If a manipulated Image is inappropriate, then so to are all photographs that
abstract, embellish or fragment architectural expression. Criticism of creative
architectural photography raises important considerations in terms transmitting
architectural expreSSIOn through photography. If creative, evocative
representations of architecture are not allowed then photographic images will not
be able to communicate the subtler, less dominant aspects of architecture.
87 Nonnan McGrath quoted by Thomas Fisher "Image Building'" in Progressive Architecture, August, 1990, p 89.
88 This photograph appears in Conrad Hamann, Cities of Hope: Australian Architecture and Design by Edmond and Corrigan,
1962 -92, Oxford University Press, Melbourne, 1993, see photographic section.
89 Rosenthal quoted by Busch, op. cit.,. P 92.
48
Chapter 4
Photography as a Form of Communication
Current Context
4.1 Introduction
"More convincingly than any other kind of picture, a photograph evokes the
tangible presence of reality. It's most fundamental use and its broadest
acceptance has been as a substitute for the subject itself - a simpler, more
permanent, more clearly visible version of plain fact. Our faith in the truth of a
photograph rests on our belief that the lens is impartial, and all draw the subject
as it is, neither nobler nor meaner. This faith may be naive illusory, but persists.
The photographer's vision convinces us to the degree that the photographer hides
his hand." (Szarkowski, 1996 P. 12)
Be it to promote and market a product, establish an archival record, or to celebrate
an artistic statement, in documenting the built environment architectural
photographers always overlay their vision over the architecture as built.
Architectural imagery is often viewed within the construct that is relevant to the
images end use and traditionally we have been compelled to view the photograph
within its prescribed context. With the digitisation of the medium, the use of
sophisticated photographic methods for the recording of existing form, and in
particular, the visualization of future form, is becoming disseminated out of the
hands of the expert user and into the wider design community. As the capacity of
the digital medium expands so the potential for creative design increases. Yet,
while the rigid and artificial effects of traditional presentation techniques, such as
photo-montages and early solid models, provided a degree of ambiguity regarding
the final outcome of the project, the almost seductive power of the hyper-real is
beginning to narrow the gap on the licence of interpretation. Consequentially the
credibility and ethics of the image will start to come into question if the integrity
of the architecture as built fails to meet the expectations which the image inspired
in the first place.
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This Chapter is divided into two main sections. While the first section introduces
the current state of affairs with respect to image manipulation in the broader
context of the popular press, the second will focus specifically on the use of
architectural imagery by architectural commentators.
4.2 Photo Journalism, the wider context
According to Szarkowski (1996) photographers have always had a "tangible
presence of reality" hence, photographic recording and the credibility of the
image, irrelevant of the subject matter, has long been an area of concern for both
professionals and academics alike (Brand, Kelly& Kinney, 1985; Chithelen, 1987;
Foss & Kahan, 1989; Lasica, 1989: Mitchell,1992; Peters, 1991et al)
The image is never completely objective, (Wheeler, 1995 ) and photographs are
subject to rational and irrational choices, even right up to the instant the shutters
release is pushed (Snyder, Snyder and Alan 1975). These rational and selective
choices may vary from the photographers technical choices such as camera, lens,
format, etc, through a host of equally relevant, but less tangible issues, such as
'last minute frame-of-mind' changes at the time of shooting. All these variables
contribute to an outcome, which will be defined by an angle(s) of view,
perspective, clarity, depth of field, content etc, which in tum harness both mood
and character from a broad range of multiple visual and experiential sub sets, be
they real, or illusory.
Within the field of photojournalism, history has shown that manipulation of
images is common place and often stems from political or historical events. These
range from 'posed perceptions', where images are reordered within a prescribed
context, to pre-publication image enhancement and varying degrees of subject
fabrication. Take for example a photograph by social press photographer Joe
Rosenthal who made three photographs on top Suribachi [Figures 27 & 27a&
27b], a Japanese observation post on the island of Iwo Jima, during World War
II. While Rosenthal's first picture, depicting four battel weary soldiers raising the
American flag on a rocky knoll, became the most reproduced photograph in
history, winning him a Pulitzer Prize; his third photograph, showing 18 soldiers
smiling and waving a camera under the same flag, became the source of all
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Figs 27A 27B
Iwo Jima
Joe Rosenthal
subsequent accusations, which alleged that the first photograph was staged.
Every time a reputable news organization is caught lying to the public the
credibility of all media photographers is damaged. One of the most blatant and
widely recognized cases was the computer enhancement of the TIME Magazine
cover photo of O. J. Simpson [Figure 28 28A]. TIME took the mug shot of
Simpson when he was arrested and changed it before using it on their cover.
TIME would not have been caught if NEWSWEEK had not used the same source
photo on their cover design, which was not manipulated. As soon as the two
covers appeared on the news stands next to each other the public could see
something was amiss.
TIME darkened the handout photo creating a five o'clock shadow and a more
sinister look. They also darkened the top of the photo and made the police line-up
numbers smaller. In an editorial the following week, TIME's managing editor
wrote, "The harshness o/the mug shot - the merciless bright light, the stubble on
Simpson IS face, the cold specificity of the picture - had been subtly smoothed and
shaped into an icon of tragedy" - Manipulation for political ends. They changed
the photo from what it was, an unaltered legal document, into what the magazine
perceived as 'correct'. TIME was making an editorial statement, not reporting the
news and in so doing damaged their credibility and the credibility of their
journalists. They presented what looked like a real photograph and it turned out
not to be so. The public felt deceived and voiced their concern.
Image manipulation, to enhance artistic or graphic design outcomes, is a daily
occurrence and even arises in some of the most revered publications of
contemporary print media. In 1982 National Geographic profiled an article on
Egypt [Figure 29]. They used images from a previous shoot on the Pyramids for
the cover shot. However the 'landscape' format of the source picture conflicted
with the 'portrait' orientation of the cover. Rather than commissioning are-shoot,
the picture editor, in order to squeeze the two pyramids into the image, chose to
alter their physical relationship. The result was a format that suited the graphic
design requirements of the journal, but at the same time produced a cover that
conveyed an illusion. Due to the reputation of National Geographic and its intense
photographic content and standing for photojournalism excellence, a highly alert
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Fig 28 28A
Time Magazine

and discerning readership recognised the illusion and questioned the credibility of
the magazine. 20 years on the issue of taste, ethics and image manipulation, is still
being debated in reference to this particular case
When the well-known American photographer Walker Evans was asked if the
camera could lie, he reportedly said "always," further explaining that the camera
"is the instrument of symbolic actuality ", not of actuality itself (Grundberg, 1990
sec.2 pi). People are aware of this type of non objectiveness and for the most part
can accept it. What they cannot accept is the deliberate manipulation of an image,
regardless of its context which in tum produces a lie. According to Alter (1990)
"like athletes on steroids, enhanced photographs may perform better, but the
bottom line is that [they lie] ... pictures, like words, are proof of little" (P. 45).
The two questions that editors are now pondering are - under what circumstances
should image manipulation be accepted and hence be restricted? And to what
extent can an image be altered before it becomes categorized as a manipulation,
rather than an enhancement? According to Snyder (1991) "there are three
dominant schools of thought which prevail on these topics: one, the purists; two,
the subjective,' three, the Composite" (P. 30). News editors, who believe that there
is absolutely no latitude regarding photographic manipulation, frequently argue
the purist's viewpoint.
1. The Purists:
The purists believe that a photograph is a representation of reality and should
never be altered to depict anything other than reality. Robert E.Gilka, former
director of photography at national geographic magazine, illustrates the purist's
point of view in his statement that photographic manipulation is "like limited
nuclear warfare. There ain't any" (Reaves, 1986p.11). This point is often argued
by news media with respect to "news" photographs. These are essentially
photographs that portray something newsworthy, an event or an occurrence such
as the Oklahoma City bombing incident, or a speech made by the President of the
United States of America during a re-election campaign. "News is timely and as
such its photographs become stale quickly" (Kobre, 1991).
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According to John Long (1995), assistant picture editor to the Hartford
(Connecticut) Courant and former president of the national press photographers
association (NPPA) comments: "people believe that a documentary image
captures a moment, angle, and once that moment has been captured on film we no
longer have a right to change it ... otherwise, it is no longer a documentary image.
You don't make a good photographer into a great photographer with a computer
[using digital imaging]". (Nelson and Knight 1995). To further support the
purists view, the NPPA issued a 'Statement of Principle in Application' produced
at the NPPA's annual digital imaging workshop (1990). The statement reads as
follows: "As journalists, we believe the guiding principle of our profession is
accuracy, therefore, we believe it is wrong to alter the content of a photograph in
any way that deceives the public. As photojournalists we have a responsibility to
document society and to preserve its images as a matter of historical record. It is
clear that the emerging electronic technologies provide challenges to the integrity
of photographic manipulation of the content of an image in such a way that the
change is virtually undetectable. In light of this, we, the national press
photographers association, reaffirm the basis of our ethics: Accurate
representation is the benchmark of our profession. " (Nelson and Knight 1995,P.
2. The Subjectivists:
The second school of thought regarding photographic enhancements can be
classified as subjective. The subjectivist believes that each situation should be
judged upon its own merits or flaws. For instance, every individual photograph
should be evaluated on its own with no other influences. It should not matter if a
particular photograph is going to be used in a 'News' section, 'Sports' section, or
'The Cover'. The subjectivists feel that at certain times it may be necessary to
remove several people from a photograph or to improve its aesthetic quality. They
believe that if the alterations are done with skill, the meaning and intent of a
photograph can still be retained. As illustrated through personal interviews
conducted by Reaves (1989 b), Support for this perspective frequently comes
from non-news magazine editors at publications such as the 'New Yorker', 'Who
weekly' and 'Belle'.
3. The 'Composite':
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'Composite' is a combination of the purists and the subjectivist points of view.
Within its philosophy photographs are categorized into (a) news (b) non news /
entertainment (c) advertising, or (d) subcategories that fall under the three main
categories. From these categories the Composite photographer can decide whether
an image should be considered for manipulation. For example, photographs
intended for news coverage should comply with the 'Purist' philosophy, while
those selected for non-news coverage could fall within the 'Subjective' position.
"there is a general consensus that 'news' and documentary photography should
not be touched (altered or manipulated); but that 'illustrations', 'artistic' and
'advertising' photographs have a free reign". (Reaves, 1989a, p.8). Research
indicates that an overwhelming majority of editors and photographers are purists
when it concerns newspapers (Parker, 1989 Reaves, 1986, 1989a, 1989b, 1991;
Terry & Lasorsa, 1989). They believe that under no circumstances should news
photography be altered. However, non news/ entertainment images, from the
Composite perspective would be regarded as subjectivist and could be evaluated
individually on their own aesthetic qualities. As long as a photograph is not used
to cover or illustrate a news event, manipulation would be acknowledged.
In an interview with Parker (1988) Karen Mullarkey, picture editor for
'Newsweek' magazine, remarked she would evaluate situations individually to
determine whether photographic manipulation was acceptable. Mullarkey
comments; "If I was in the fashion industry I'd manipulate, recharge, (and) fix
everything. You're like a plastic surgeon and I see nothing wrong with that. Even
Christie Brinkley has ugly armpits. It's all about illusions. With a news magazine,
it's a different ball game. You're dealing with accuracy; I think it's important for
the readers to know we're as accurate and truthful about photography as we can
be". (Parker, 1988, p 50)
4. Inverse Purism:
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An additional school of thought concerns photographs that appear in
advertisements. Advertising and illustration photographers could be classified as
inverse-purists. The inverse purist's philosophy accepts the use of all means to
further a promotional or self-interested outcome. Commercial advertising and
illustration photographers, actively engage with posed orchestrated and staged
imaging. The photographer and or advertising agency often seek to control
everything about the image, from atmospheric conditions, the placement of
models, and the state of surfaces, textures and detailed finishes. Because the
advertising photograph is a constructed image, photographers, art directors, and
editors have few ethical issues when digitally editing and retouching when a final
print has been created. In many cases, changes made pre-press may have been
designed before the photograph was made in order to meet time and cost
management constraints. This also facilitates the creation of images that are easier
to manipulate and to make 'last minute' improvements.
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4.3 Apparent Realism, Architectural Imagery - Current Context
"Critics discussing the same work of art or architecture may raise completely
unrelated issues, to the extent that readers can be left wondering whether the
writers really were dealing with the same subject matter" (Bonta, 1979, P.II-12)
Architectural photography not only provides new ways of seeing architecture, it is
also the medium through which architecture is taught, analysed and qualitatively
judged. We all learn about architecture from photographs, be it pictures of
buildings nominated for The Age "Annual Readers' Awards,,90, or more
substantial documentary photography of new urban intrusion in specialist
architectural journals. Thanks to this medium students, scholars, practitioners and
others who take any sort of interest in the field of architecture, can be considered
to have a greater, more diverse and widespread knowledge of it. Without the aid
of photography in the Twentieth century "the spreading of new ideas in
architecture and building techniques, throughout the world, as in many other
fields, would have been comparatively SIOW.,,91
While architectural photography has brought many advantages and conveniences
to those who are teaching, studying, practicing or appreciating architecture, it
should not make the actual experience of architecture obsolete. The intricacies
involved in the creation of architecture mean "buildings are more complex and
duplicitous than they seem to be in reproductions.,,92 Nevertheless, we "most
know architecture, via its images,,,93 and "the photograph often becomes a
substitute for the building. ,,94. But architecture is a sensory event. To deny
viewers the act of experience is to deny the most important aspect of architecture,
that of accommodating and sheltering the human spirit. Without the building'S
sense of purpose, or reason for being, gained through first hand experience, one
90 Each year The Age newspaper runs a competition where readers select one of four houses based on single photographs. The
viewer is asked to comment on the architecture via these images.
91 Eric de Mare, Photography and Architectural Press, London, 1961,P 17>
92 Donald Bates, "Photographs by Helene Binet" in AA Files, Number 19,Journal of The Architectural Association, London,
Spring, 1990,p 79
93 Peter Downton, "Constraints on the Canon: ImagelMuseumlArchitecture," in Architect (Vic), Nov,/Dec, p 9.
94 Akiko Busch, The Photography of Architecture: Twelve Views, Van Nostrand Reinhold Company Inc., NY., 1987P 90.
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can only perceive architecture as a pristine object of aesthetic concerns. Kenneth
Frampton, architectural critic and historian, has suggested, "this is the strange
general tendency of our times: the trend to stress information at the expense of
experience. ,,95
While architectural photography does, by its two-dimensional nature, deny first
hand experience, it, unlike more traditional representation, based on drawing, can
insinuate experience and document the moment. In fact it creates a substitute
image of the architecture that enables appreciation by providing a visual
immediacy for viewers where they can consider the subject of the photograph
without necessarily realising the complexities and ambiguities of the photographic
medium. The photographic medium can, due to visual immediacy, seem
transparent to the reality that it refers to. Desley Luscombe suggests that "coding
from the photographic medium is often invisible to the viewer as its referent
reality is most often the object of focus. ,,96 Consequently, architectural
photography is seen as an uncritical medium that acts as a mirror to the world of
architecture. Frampton argues that ''the veil that photography draws over
architecture is not neutral.,,97
Architectural photography is a subjective medium that enables the photographer
to produce a unique, personal interpretation of the architecture, which can be
imbued with varying intentions or motives. It is appropriate to look at the
convincing nature of the medium that renders viewers susceptible to the control of
others by making architectural photography a seemingly objective endeavour.
The visual immediacy, or the referent apparent realism, of the photographic
medium gives an illusion of objectivity because photographs are perceived as true
records of cultural phenomena that cannot lie. Melbourne architect, Ivan Rijavec
has suggested that the practice of representing architecture through photographic
images, "has become so immutably entrenched, that to question the medium's
95 Kenneth Frampton, "A note on Photography and its influence on Architecture," in John Perkins et. AI. (eds), Perspecta 22:
The Journal of the Yale School of Architecture; Paradigms of Architecture, Rizzpli InternationaL 1896, p 41.
96 Des1ey Luscombe and Anne Peden, Picturing Architecture, Craftsman House, Sydney, 1992, p. 18
97 Kenneth Frampton, Modern Architecture: A Critical History, 3roedn., Thames and Hudson, 1992, p 343
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integrity as a communicator would seem illogical if not ridiculous. ,,98
Photography is often considered a service medium than a form of art. This is
particularly so with architectural photography because it "archaeologizes the past
and validates the present. ,,99 It has been assumed that the photographer produces
a visual record of the world around us, and therefore the camera must be
considered a precise and exacting instrument; hence "it has been possible to
insinuate and sustain the illusion that it is merely a recording device."lOO The
mechanical aspect of photography has allowed people to believe what they see in
photographs which seemingly negates the notion that it is someone's creation.
Laszio Moholy-Nagy (1895-1946) of the Bauhaus school recognised this in 1929
when he analysed the success of photography:
Photography has not yet achieved anything like its full stature, has not articulated
its own intrinsic structure. Yet this lack of 'results' does not contradict the almost
unbelievable impact which photographic vision has had upon out culture. It is
unprecedented that such a 'mechanical' thing as photography - regarded so
contemptuously in the creative sense - should have acquired in barely a century
of evolution the power to become one of the primary visual expressions in any
field. Painting, sculpture, architecture, and especially the advertising arts, are
nourished by the visual food which the new photography provides. 101
Traditional methods of architectural representation include: architectural models,
orthographic drawings (be they sections, elevations or plans), three-dimensional
drawings (perspectives, axonometric, and isometrics), paintings and even the
verbal description. While analysis of these is outside the scope of this thesis, it is
significant to note that with the inception of photography, from 1839, the use of
most of these other representations declined in popularity. Architectural
photography then, is different from the traditional forms of representation because
98 Ivan Rijavec, "Perceptual Edge," in Leon van Schaik (ed), Fin de Siecle? And the Twenty-First Century: Architectures of
Melbourne, A 38 South Publication. Melbourne, 1993, p. 176.
99 Busch, op. cit., p. 122.
100 Bates, op. cit., p 78
101 Laszio Moholy-Nagy quoted in de Mare, op. cit., p 17.
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it gives the sense that "no artists hand or eye has intervened between the thing
itself and the viewer of the photograph." 102
Architectural photography is a means of translating the visual aspects of
architecture as both an accurate record and a medium through which it is possible
to feel the experiential qualities of the architecture. Photography exudes a
''perceived equivalence to the physiology of sight.,,103 Because of this,
photography is a departure from the continuum of architectural representation that
had consisted of drawing and model based methods which allowed the viewer to
see the ''prejudices of the medium,,104,such as ink, pencil, lines and marks. In
fact, the photograph denies recognition that it is a form of representation. This
can be demonstrated by comparing varying modes of representation. A house, by
architect Dale Jones-Evans, called The Gallery House (1989) has been represented
in the form of a presentation drawing [Figure 30], a model [Figure 30A] and
photographs [Figures 31 31A 31B & 32].105 While the sketch of the house is of
reasonable accuracy and scale, viewers are always aware of fluent and expressive
strokes of a pencil drawing that articulate the subject, and not the architectural
detail of the actual built form. Similarly, the model represents the outline of the
architecture in cardboard and can never aspire to being anything more than a
summary of the formal characteristics of the proposed house. The photographs,
on the other hand, provide views that seem to be more accurate transcriptions of
the actual architecture. They place the viewer in the environment in order to
obtain an appreciation of the formal characteristics of the architecture, and also to
appreciate the architecture in terms of being there; realising the atmosphere in and
around the building.
Placing the viewer inside or around the architecture through apparent realism
potentially facilitates an intimate perception of architecture of a private nature that
may not otherwise be possible. The only access the general public has to
102 Cervin Robinson and Joel Herschman, Architecture Transformed: A History of the Photography of Buildings from 1839 to the
Present, The MIT Press, Mass., 1987. P 40.
103 One of the presentation drawings of this house can be seen in Ian McDougall (ed), "Robyn Boyd Award: Gallery House,
Melbourne" in Architecture Australia, November 1991, p 21 . Photographs of it and the model can be seen in Peter Hyatt, "A
Mother of Invention" in Steel profile, Number 34, December 1990. Pp 10-17.
!04Mother of Invention" in Steel profile, Number 34, December 1990. Pp 10-17.
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architecture such as Jones-Evans Gallery House is through photographs. In fact,
this house was built for $400,000.106 This immediately places the architecture,
and access to it, beyond the financial means of a large sector of society. The
photograph that places the viewer inside the architecture [Figure 32], as if the
viewer was the user of the architecture, not only give an appreciation of the
architecture, but also an indication of the lifestyles of the occupants. It is in fact a
discreet form of voyeurism. The apparently realistic nature of photography "has
set up a chronic voyeuristic relation to the world. ,,107 American architectural
photographer Tim Street-Porter has recognised this aspect of photography:
People's homes are private places, places we cannot visit and see except in
pictures. To see how people live, particularly famous people, is irresistible.
Photography as voyeurism, while not exactly a new thought, is one to which its
practitioners do not often confess. That photographs are small windows not only
to buildings, but very often to people's lives, gives them a value apart from their
h · I 108arc ltectura reportage.
The notion of looking into other people's houses and lives gIves popular
magazines such as Home Beautiful or Vogue Living such a huge following. These
types of uses for architectural representation insist on a medium that has the visual
immediacy to allow the viewer the capacity to see the building as more than a
building; to see it as an enticing, inviting home. Other representational media,
like drawing or even current technology of computer imaging, cannot provide the
visual immediacy of the photograph. It should be recognised though, that
computer representation and even Virtual Reality will inevitably develop to such
an extent that their resolution of apparent 'reality' will equal, if not surpass, that
of the photograph.109 But at his stage, the photographic process is the medium in
105 One of the presentation drawings of this house can be seen in Ian McDougall (ed), "Robyn Boyd Award: Gallery House,
Melbourne" in Architecture Australia, November 1991, p 21 . Photographs of it and the model can be seen in Peter Hyatt, "A
Mother of Invention" in Steel profile, Number 34, December 1990. Pp 10-17.
106 This figure has been taken from Hyatt, op cit., p 17.
107 Susan Sontag, On Photography, McGraw-Hill, Ryerson Ltd., Toronto, 1977, p II.
108 Busch, op cit., p 173.
109 This is written in consideration of the fact that with advances in computer technology, the resolution and graphic quality of
Virtual Reality will eventually develop to the extent that it is possible that it will become virtually impossible to distinguish
between what is real and what is appropriated. Architect Ivan Rijavec gives a most interesting account of how Virtual reality
could eventually imitate every aspect of our lives to the extent that our whole world, and even our lives, could be artificially
created. This detailed and contentious prediction, titled Whole New World can be found in a summary of Rijavec's Architectural
Master Degree Thesis at RMIT, in van Schaik (ed), op. cit., pp 176-183.
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which the seemingly minor prejudices, aberrations or distortions are over looked
or unrealised.
Due to inherent distortion of the image by properties of camera lenses,
architectural space can never be properly represented. Nevertheless, the viewer
generally considers that the photograph has objectively communicated the referent
architectural subject. This is because manipulations of photographs occur,
particularly in architectural photography to make the image seem more 'rea1'.
John Gollings supports this notion when he states that "every photo is a distortion
of [assumed or perceived] reality. I manipulate this reality heavily but with the
objective of making the subject more 'realistic,.,,110 By such manipulation, the
photograph remains as a seemingly objective medium. By playing down the
photographer's presence and creative input "the viewer could sustain the illusion
that he [or she] is confronting 'reality' and not someone's intervention."lll This
type of manipulation can take many forms, some that involve interference before
the photograph has been taken and others that are manipulated in the darkroom.
Distorting the boundaries of architectural space, especially in interior photography
where wide angled lenses are used, often necessitate re-arrangement of furniture
in order re-organise the space and give the impression that the furniture or objects
belong.
Manipulation also takes place in terms of altering the lighting effects. Many
different light sources are used to illuminate architecture. Each particular
artificial light source exudes a different colour temperature. Consequently,
colours are rendered differently on the photographic image depending on the light
source used. Uncorrected incandescent light sources emit light that normal
daylight film records as an overly warm yellow colour, while uncorrected
fluorescent light is registered by the camera as green light. This can be
particularly disconcerting in architectural photography as both of these colours
can cause unsightly casts that can be extremely unflattering. Manipulation of
these light sources takes place in order to compensate for, or to correct, these
colours. In terms of the incandescent light sources, the problem can be countered
110 Jean-Marc Le Pachoux and Peter Beilby, The Australian Photography Yearbook 1983, Thomas Nelson, 1983. P 24.
111 Robinson and Herschman, op. cit., p. 41.
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by neutralising the over-riding yellow by implementing either a blue filter or a
tungsten balanced film, which has a predominantly blue characteristic. A similar
principle applies with fluorescent light sources. Often though, a facade or
architectural space that is to be photographed has more than one light source, in
this case it becomes necessary for the photographer to take multiple exposures of
the scene, dealing with each individual light source in turn, to be combined in the
final image. Consequently, corrected colour images result in more effort and
technical precision undertaken by photographers. Cervin Robinson recognises
that due to this time consuming, exacting manipulation, the resultant image "was
likely to take longer to make than ...{images produced] in the first days of
photography." 112 This arduous process of manipulating images indicated the
image maker's perceived importance of providing more convincing images.
Manipulation of photographs executed under the veil of apparent realism "can
both preserve the integrity of the original or trivialise it. ,,113 The apparent realism
then, acts as a hidden influence on the perception and assessment of architecture
through photography.
Considering the ambiguities involved in the process of architectural photography,
the assessment of architecture is a contentious issue. Recently, the architectural
community has been in debate over the assessment, or judging, of architecture
from photographs, especially in the consideration of architectural awards. The
purpose of these architectural awards is to give credit to outstanding architecture;
certainly not to award prizes to the representations of it, which mayor may not be
indicative of the built form. The problem stems from the use of photographic
representations in state-wide, national or international awards as it becomes
logistically impossible for jurors to visit the large numbers of buildings involved.
On at least one occasion, jurors have refused to judge work that they have been
unable to visit. 114 One could reasonably suggest that these jurors support the
contention that a photograph is only an approximation of a building, and that all
112 Ibid., P 181.
113 John Gollings in Le Pachoux and Beilby, op. cit., P 24.
114 In the "Architecture Australia: 1991 National Awards" an 'International Award was given to Daryl Jackson's Australian
Chancery complex, Riyadh. This is covered in Architecture Australia, November, 1991. Pp54-55. In the jurors comments there
is a note that states that two of the jurors, "Helen Wellings and Glen Murcutt declined to participate in the judging of this award,
due to their personal commitment not to judge architecture by photographs alone."
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of the essential qualities of the architecture cannot be communicated completely,
or accurately, or in a totally impartial manner through it. Responses to the 1993
RAIA National Architecture Awards support this notion. Brisbane architect and
Senior Lecturer at the University of Queensland, Brit Anderson, writes that
"despite artful photographic coverage, a review of a building remains just a
review. To rely only on the image of an object for its making, use or assessment is
to trivialise architecture. ,,]]5 Sydney architect and president ofthe RAIA's NSW
Chapter, Ken Maher, believes that "you can't judge any architecture awards
without experiencing the projects. The recognition of international work may
have to be by other means if they cannot be visited. ,,116 The critical comments
continue with Sydney architect Scott Robertson, noting that "whilst we all can be
seduced by beautiful photographs ..., the awards process should be beyond such
simplifications of a three-dimensional art. ,,]]7 Brisbane architect, John Simpson,
in referring to two projects that were overlooked in the short-listing from
photographs, comments, that "they are both very fine buildings that exude a
quality of concept and execution that is most appropriate to each of their
locations and which is impossible to convey in photographs. ,,]]8 The critical
nature of these comments indicates a significant level realisation in contemporary
architectural practice of the ambiguities involved in representing architecture in
photographs. This realisation is not beyond public perception, because it is
common for people to view snapshot images of themselves and disregard the
photographic likeness, from their own perceived truths.
The difference in assessing architecture through photographs and in person has
been recognised by another national awards juror. Architect John Morphett1l9
was one ofthe jurors who judged Dale Jones-Evans' Gallery House [Figure 31]as
the Winner of the Robin Boyd Award in 1991. His comments indicate the
extreme difference that exists when the house is seen in photos or in person, he
writes:
115 Brit Andreson in Davina Jackson, "Aftermath: Responses to the National Awards", in Architecture Australia, Nov.! Dec.,
1993, pp 70-71.
116 Ken Maher in ibid
117 Scott Robertson in ibid
118 John Simpson in ibid
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Looking at the photographs, one has the impression that there is too much going
on - all the good ideas and historical references are fighting for attention.
However, a visit makes it clear that the house hangs together very well indeed.
Both internal and external spaces are very well organised, with some beautiful
elements and clever detailing. The house has a seductive quality which is hard to
resist. 120
Photography then, is not a perfect agent for assessing architecture, yet it is one of
the most popular and predominant mediums of architectural representation in
terms of teaching and analysing architecture. In fact, photography is a vital,
enduring, and endearing element of daily life, not only for the architectural
community, but also for the public at large. In terms of the perceived deficiencies
and ambiguities of photography, it seems unusual that it is accepted so readily by
society as a medium of seemingly objective representation.
When an architectural photograph is used as a substitute for the building, which is
often inevitable, the idea and concept of the architecture, through the image, is
furnished not only by the architect but by the photographer as well. The value of
the architecture, and posterity of its image, depends as much on the creator of the
image as it does on the creator of the architecture. This should be remembered
when perceiving architecture from photographs, for it is often difficult to remind
oneself of the inevitable personal interpretation which exists in all architectural
photography.
The intense emphasis placed on apparent realism in commercial realm of
architectural photography diminishes the potential expressive capacity of the
architectural image. Robinson, in relation to the obsession with, and requirements
of, apparent realism in images, suggests that "energies applied to this complex
procedure, could at best only result in pictures that look unremarkable.,,121
119 John Morphett is a Lifetime Fellow of the RAIA. He was chairman and managing director of Hassell Pty Ltd. Architects. He
has also worked with Walter Gropius.
120 Morphett in "The Gallery House" in Architecture Australia, November 1991, p 23.
121 Robinson and Herschman, op cit., P 181.
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Through abstraction and the diverse applications of light, architectural
photography is a highly creative medium. As a record and form of expression of
architecture, it is innately ambiguous and imbued with complexity and
subjectivity.
Through the lens of the camera, photographers provide personal interpretations of
architectural expressions. According to David Hockney, the camera "is only
seeing what you [the photographer] see. But if you don't see anything in the first
place, you can't photograph it. "(Joyce P, 1988, P 12) The camera should not be
considered as only a tool. It can facilitate suggestions, to users and viewers alike;
and alternative ways of seeing. Therefore the architectural photograph is not
subservient to the personal experience of architecture; it inevitably creates
architectural expression.
In conjunction with the personal experience of architecture, photography becomes
a vehicle in which ambiguities of architecture expression can become more fully
perceived or realised. The inherent complex characteristics of architectural design
therefore come under greater critical scrutiny. While this provides the opportunity
for architects to push the expressive boundaries of the digital medium, it may also
cause the unsuspecting designer to become oblivious to the potential trap of
creating illustrations that outshine the built form and hence fail to meet a viewer
expectation.
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PART 2:
A question of Preferences
66
CHAPTERS
Architecture as viewed: Development of a survey
5.1 Introduction
Premise: "Given the ease and immediacy with which the digital photograph
can be captured, processed, altered and manipulated, not only by the professional
photographer, but also by the layperson, it is anticipated that viewer
interpretation and acceptance of the medium may also change as conventional
photography gradually diminishes"
In an attempt to understand the current landscape of shifting perceptions within
the architectural and construction management communities, regarding
conventional photography and digital imaging, this chapter will attempt to address
the above premise, introduced in the synopsis, by assessing the degree to which
knowledge of the image-source influences viewers' perceptions of the image.
The chapter presents the development, execution and results of a pilot survey of
recent graduates drawn from the architectural and construction management
disciplines. The survey focused on the transition from the use of single source
photographs to mixed medium images in site documentation, and compared
respondents' perceptions of a known built environment that had been captured by
both conventional and digitally produced mediums. The survey was conducted
over a time frame of two years, 1999-2001, and attempts to take account of the
rate of change that appears to be arising in user preference between the two image
mediums.
[NB given the rate of technological change that is currently impacting the design
professions, it is anticipated that the results within the survey will not be an
accurate reflection of the status quo at the time of publication]
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5.2 Development
5.2.1 The Participants
The survey involved 150 participants from both the construction management and
architectural disciplines. The sample fell within an age range of 19 to 32 years,
presenting a 1:3 ratio between the 18-22 and 23-27 age groups, and a gender split
of 68% males to 32% percent females.
NB The 18-22 age grouped consisted of Part I, Part 2, and B Cm full time
students. While the 23-27 age group consisted of recent graduates who were in %
- full time employment and/or completing the final elements of part 2 or B Cm
programs.
The breakdown of the respondents comprised 100 architectural and 50
construction management participants, with 50 architect and 25 management
respondents being surveyed in 1999 and a further 50 and 25 being surveyed in
2001. All participants were familiar with a broad range visual media, including
CAD, internet based media and both conventional and digitally based
photographs.
5.2.2 The site
The principal site for the survey was the Jarvis court at the Deakin University
waterfront campus, designed by McGlashan and Everest Associtates in 1995.
Along with various central administrative services and departments from the
Faculty of Health and Behavioural Sciences, the campus is also home to the
Deakin University School of Architecture and Building.
While the court has defined boundaries it is not a space of distinctive style or
purpose. Located on the primary city/campus pedestrian route, site lines and
viewpoints were selected to reflect the journey through the court, which the
respondents negotiated on a daily basis [Figure 34, 35]. Being a somewhat open
space with large expanses of red brick, and transparent terraces framed by an open
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arcade of post and beam red gum timbers, the area offered a flat palate of colours,
textures and balanced tonal hues. This almost monochromatic appearance
accentuated contrasts between light and shade and facilitated the generation of a
picture corpus, which lent itself to simple manipulations of image content.
5.2.3 Survey design
The foundation for the survey was influenced by three main sources: Schuneman
(1972) and Lester (1991), who wrote on the power of the image in relation to the
ethics of journalism; and the investigations into 'journalistic output' by Kelly and
Nace (1993). Kelly's and Nace's research, undertaken with the assistance of
Communication students from a number of American universities including the
University of Southern Mississippi, concentrated on evaluating whether or not
specific knowledge about digital manipulation techniques affected peoples
interpretation of photos and videos. Linked to work being developed at the
Huston Baptist University communication arts area, their research culminated
with the video release of the Freedom Forum movement in 1995. These
investigations were broad and focused on journalistic ethics; truth; and censorship
in the light of emerging electronic journalism.
Focusing on the transition from the use of single source photographs to mixed
medium images in site documentation, the survey comprised a questionnaire of 19
major questions (See appendix 3 'Questionnaire') and a picture corpus of 23
images (See Appendix 4 'Picture Corpus'). These were designed to compare
respondents' perceptions of the Jarvis court that had been captured by both
conventionally and digitally produced mediums with respect to four categories of
Image source:
• Conventional architectural photographs.
• Digital images.
• Conventional photographs altered during darkroom processing
(Increase highlights, manipulation 5%).
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• Images that originated from conventional photographs but have been
slightly altered with digital software. (manipulation 5% Max)
The separation of the Survey into two distinct stages (Part 1, Concealed image
source and Part 2 Disclosed Image Source) was designed to test and evaluate
changes which may arise in the pattern of the responses as participants were
progressively made aware of the different image sources utilised in the
preparation of the picture corpus.
[NB In order to test for image quality between the two source types, technological
bias between conventional and digital processing techniques was minimised by
capping all manipulations within a 5% deviation from the original proof or digital
capture.]
S.2.4 Assessment Categories
Questions were developed to test for six categories of comparative assessment
between the two image sources and were distributed throughout the survey in an
irregular sequence in order to minimise survey repetition and respondent lethargy.
This included: Informative; Impressive; Realistic; Representative; Knowing that
the image has been manipulated; and Understanding source.
1. Impressive: The quality ofthe image in conveying and reinforcing the subject
matter. Often associated with a higher visual key.
2. Realistic: The quality of the image in conveying the experience and reality of
the Subject matter.
3. Representative: How well the image represents a respondent's recollection of
the architecture as built.
4. Informative: The legibility and readability of the image in presenting and
documenting information
S. Knowledge of manipulation: If knowing that the Image had been
manipulated was important to its reading.
6. Understanding Source: If knowledge of the source was important to the
reading of the image
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5.3 Format
Respondents were to complete all questions in consecutive order and were only
shown the images that corresponded with the relevant question(s) at anyone time.
They were first required to read the question, examine the relevant images, and
provide two types of response. The first was to indicate a preferred response to the
question being asked by marking the relevant answer box. The second asked for a
brief explanation as to why they selected a particular category of answer.
While the Answers: YES, NO, BOTH or DON'T KNOW, from the first set of
responses were quantified in a sequence of linear graphs, the explanations offered
by each of the participants in the written responses were ordered according to a
sequence of 13 perception types. Working with 'Scheme' theory advanced by
Wicks (1992) and Ritchie (1991,refer to Appendix 5), the perception types were
grouped into four classes of what have been referred to as 'perceptive triggers':
Pragmatic, Contrast, Value, and 'Understanding Image Source' [See Figure 35].
These were devised to provide qualitative feedback regarding the reasons which
the participants gave when making their image selection in the first set of
responses. Marking change over time, illustrates the formatting of the summary
data sheets per question with respect to respondent type (i.e. Architect Vs
Construction management, 1999 Vs 2001).
1. Pragmatic Triggers: Expressed by the respondents when they were
influenced by a close correlation between the image(s) and the architecture as
built.
2. Contrast Triggers: Important to the respondents when they were attempting
to rationalise picture quality between the images.
3. Value Triggers: Issues of personal taste influencing image selection.
4. Understanding Image Source: Expressed when respondents felt that
knowing the foundation of the image, be it digital or conventional, was
important when indicating their image preference.
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5.4 Execution
5.4.1 Part 1, Concealed image source, consisted of 7 major questions,
which required participants to provide responses in relation to 4 pairs of images
from the survey picture corpus. The objectives at this initial stage of the survey
were to:
• Familiarise respondents with the survey format
• Minimise preconception and bias with regards to a particular image source.
• Establish a sequence of test case responses for comparing and contrasting
the findings at the latter stages of the investigation.
Questions 1-4 were designed to familiarise the respondents with the question
format, and to draw more on their involuntary scanning abilities by focusing their
attention simply on the representation of the space and the compositional aspect of
lighting.
At Question 5 however participants were asked to provide voluntary responses
that were professionally grounded from either an architectural or a construction
management perspective. Respondents were asked to indicate a preference
according to the image which best presented the subject matter if they were
required to document the space for the preparation of working drawings
In Questions 6A, 6B and 7A, 7B, participants were further assessed for their
ability to compare and evaluate picture quality with regards to two additional
criteria, 'Impressiveness' and 'Informative'. Both of these conditions attempted to
correlate participants' reaction to the image sets with respect to subjective and
objective scanning.
5.4.2 Part 2A Disclosed image source focused on viewer perceptions
when the respondents were made aware of the image source. It consisted of 6
major questions and required participants to provide responses in relation to 4
pairs of images from the survey picture corpus.
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Questions 8-13 encouraged the respondents to focus their observation abilities
with respect to their discipline base, by asking them to indicate preference with
regards to, realism, and representation in relation to the architecture as built.
While Question 9 indirectly introduces the issue of image source with respect to
output, Question 11 denotes the point during the survey where respondents are
directly requested to reflect on the image source. Question 12 attempts to clarify
the responses given to question 11 by requesting respondents to re-examine the
images and indicate a preference. Part 2A concludes with Question 13, which
directs the respondents to assessing differences within a set of digital images and
attempts to prepare respondents for Part 2B.
5.4.3 Part 2B Disclosed image source and image manipulation focused
on viewer perceptions when respondents were made aware of the image source
and when manipulation had occurred. It consisted of 6 major questions and
required participants to provide responses in relation to 4 pairs of images from the
survey picture corpus.
This final stage comprised Questions 14-19. Manipulations were initially limited
to lighting and contrast levels (Question 14), but soon progressed to editing of
content with both the pre-printing digital format and the Darkroom (Question 15-
17). The two final questions, 18 and 19, provided closure to the questionnaire and
focused specifically on the issue of manipulation and its effect on the respondents
interpretation with respect to understanding image source.
5.4.4 Implementation
The room utilized for the survey was located on the fourth level of the waterfront
campus building. Overhead saw tooth windows provided even south-light and
was supplemented with daylight balanced artificial lighting. This allowed for even
lighting conditions with excellent color rendition. The space was used for both
surveys with the 1999 cohort being tested in September and the 2001 cohort in
early October.
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Tables supporting the image sets were arranged III a U shape to maintain
continuity during the examination and execution of the questionnaire.
All digital images were shot on High Resolution, 1200x1400 and all conventional
photographs were shot on Kodak Ectachrome 100 positive 35 mm stock and
printed on cibachrome matt paper. Both digital and conventional images were
printed on 20 x 25 cm photographic paper with an image size of approximately 18
x 22 cm. Digital images were reproduced on high grade Kodak photo quality print
paper and printed on an Epson photo quality printer at 1,200 dpi. All images were
backed and framed with a 5 cm mat black card mount. This ensured continuity of
examination conditions and offered a presentation fonnat that did not differentiate
between the two image sources.
5.5 Presentation of Results
Two types of graph were utilised in the presentation of the results: a simple line
graph which charts change over time and indicates the percentage breakdown of
the responses with respect to the 1999 and 2001 survey groups [Figure 36A]; and
a pie chart which attempts to explain the perceptive triggers utilised by the
participants to infonn their decision [Figure 36B]. A red tick ) was also
utilised to indicate if knowledge of the image source (be it conventional or digital)
had been considered by the participants when making their decision.
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Class
Natural
Realistic
True to sight
Definition
Expressed by the respondents when they
were influenced by a close correlation
between the image(s) and the architecture
as built
Class 2: Contrast Indicators
Rich Colors
Strong Details
Variable Content
More Depth
Strong Definition
Lighter Tones
Even Tones
Important to the respondents, when they
were attempting to rationalise picture
quality between the images
Class 3: Value Indicators
I -------+ -- --------, ---------------j Appeared to emerge when issues relating
Personal Preference to personal taste influenced image
Atmospheric selection.
Good Composition
Class 4: Source
Expressed when respondents felt that
r------t-------------------i knowing the foundation of the image, be it
digital or conventional, was important
when indicating their image preference
Figure 36. Perception Types, with respect to the four classes of response
indicators, utilised in preparing the qualitative data illustrated in the pie charts (see
Figure 36 b)
SAMPLE ONLY
CM99
50
32
18
Figure 36 a. The linear graphs provide a breakdown of response types and register
change over time (1999-2001) for both architecture and construction management
participant groups.
CM01
40
44
16
SAMPLE ONLY
I I Pragmatic • Contrast D Value D Source acknowledged (.../)
Figure 36 b. The pie charts provide qualitative feedback regarding the perceptive
triggers utilised by the participants to inform their responses indicated in the linear
charts in figure * a
Figures 36a & 36b, Illustrate the method utilised in presenting the data derived from
The survey (See Survey analysis, Figure * ,and Sample Questionnaire, Appendix 3)
CHAPTER 6
Shifting Perceptions - Survey Results and Findings
6.1 Introduction
After the survey had been executed, the raw data for each of the nineteen
questions was tabulated using SPSS software and presented as a sequence of bar
charts and written report sheets (see Appendix 3). The data was further refined
and both professional cohorts, along with their descriptive responses were
presented in the Liner Graphs and Pie charts in Appendix 4. The following
narrative is derived from the combination of the results of the question sets in
Appendix 4 and corresponds to the six assessment categories defined in
subsection 5.2.5. The combined statistics presented in Summary Survey Data
Charts are expressed as percentages.
6.2 Survey Results
When reviewing the Summary Survey Sheets we are able to make the following
observations:
1. Impressive (SSD1): When asked to compare images, regardless of whether or
not the source type was hidden or disclosed, chart SSD1 Impressive, which
assessed for the quality of the image in reinforcing the subject matter, indicates a
consistently high preference of 70%+ in favour of the conventional photographic
image by both professional groups during the 1999 and 2001 survey periods.
When examining the written responses over the three years, the weighting of the
perception triggers (see summary pie charts) indicate that while personal
preference and composition (ie Value Triggers) were significant, contrast triggers
such as: richer colours, greater tonal ranges, strong definition and details, were the
key indicators utilised by most respondents to inform their selection. This would
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appear to indicate that the impressiveness of an image was dependent not
necessarily on the subject matter but rather the high key definition of the image
and the selection of the view-point.
2. Realistic (SSD2): Similar to 'Impressive' yet less idiosyncratic, the
respondents in both survey groups, when asked to compare image quality based
on conveying the most realistic lighting of the subject matter, also expressed a
preference for the Conventional image. However while approximately 50% of all
respondents favoured conventional imaging and a further 20% of architects by
2001 were accepting of both, we also find that an increasing number of
construction managers (40% by 2001) were more discerning and had switched the
balance of their preferences to the digital output.
A balance of both contrast and pragmatic triggers were utilised by the respondents
when viewing the image sets, this indicates that directed scanning was largely
focused on comparing how well image quality and output, with respect to tone,
definition, and detail, matched existing lighting conditions.
3. Representative (SSD3): Participant reactions regarding how well the two image
types represent the architecture as built, appear to be divided evenly between the
two source types for both construction management cohorts (47% Conventional
and 43% digital in 1999, and 46% Con: and 42% Dig: in 2001).
The architects in 1999 displayed a similar set of preferences, but with a slight bias
in favour of the digital image (43% Con: - 46% Dig:). While the bias switched
towards the conventional image in 2001, inline with the construction management
preferences, the same cohort also presented a 10% reduction in preference for the
digital image to 37%. This may in part be due to an increase in the familiarity
with the digital technology and hence a more critical appreciation of the quality of
its output.
As with the issue of realism (see SSD 2), 'Pragmatic' and 'contrast triggers', such
as natural, and true to sight, were key indicators that respondents appeared to scan
for when informing their selection.
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4. Informative (SSDl): When respondents were asked to make a decision
between source types based on subject matter - ie the readability of the image in
presenting and documenting information - we discover an almost inverse
sequence of trends to the composition qualities evident in SSDI Impressiveness.
While the 1999 and 2001 cohort for architecture ranged between 63% and 73% in
favour of the digital image, a similar sequence of trends was cast by construction
management, which presented a range of between 57% and 65%. The significance
of such a swing in preferences, which moves on from the issues of Realism (see
SSD2) and Representation (see SSD3), indicates an increasing shift towards
digital capture at the expense of conventional imaging. In addition the shift is
clearly not a static phenomena but rather a dynamic trait which projects the uptake
of the digital image exceeding 80%+ for architects and 70%+ for construction
managers by 2003.
Surprisingly not unlike the high key factors influencing Impressiveness (SSD1),
contrast perception triggers were the major indicators utilised by the respondents
in making their selection. However, rather than choosing richer colours and high
contrasts, they appeared to favour the image which displayed more even tones and
reduced contrast. This is an inherent by-product of the digital technology, which
tends to force tighter contrast ranges and limited colour rendition, lifting out the
detail from the shadows.
The final two categories, knowing that the image has been manipulated (SSD5)
and Understanding source (SSD6) present two very similar sets of results. These
not only differ from the reactions delivered in categories 1-4, which focused on
image quality, but they also demonstrate the development of quite divergent sets
of responses between the two professional groups during both survey periods.
5. Knowing that the image has been manipulated (SSD5): Knowing that the
image had been manipulated was considered not to be an important factor in
image selection by a slight majority of architects in 1999 (48%-41%). However
by 2001 the results expressed an inverse relationship with a greater majority of
48%-35% considering it to be a key factor, and a further 18% being indecisive.
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The construction managers, on the other hand moved from a position in 1999
where a significant majority of respondents 52% - 31% considered knowledge of
image manipulation to be important, to a more convergent set of preferences in
2001 with a near even split of 44%-40% respectively.
6. Understanding source (SSD6): Understanding image source was considered
not to be a relevant factor in image selection by a significant majority of architects
in 1999 (53%-36%). However by 2001 the results once again indicated an inverse
relationship, with an increasing majority of respondents, 42%-33% considering
image source to be a key issue and a further 25% being hesitant in indicating a
preference.
The construction managers, on the other hand, similar to the issue of image
manipulation, move from a position in 1999, where a significant majority of
respondents 50% - 34% considered source to be a relevant factor, to an
increasingly convergent set of preferences in 2001, with a close split of 47%-40%
respectively and an additional 13% being undecided.
6.3 Survey Conclusion
the position of the two professional groups by 2001 were very similar, ie both
architects and construction managers were indicating majority preferences for
both the importance of understanding image manipulation and the relevance of the
image source. However if we project the trends indicated in Summary Charts
SSD5 and SSD6 it would appear that understanding both source type and image
manipulation will become increasingly relevant and important to the architects, as
the digital technology further advances the design and illustration process, and
less relevant to the construction managers who are more familiar with the
immediacy of the medium in speeding up the documentation process.
When advancing through the various assessment categories and .comparing the
four criteria dealing with image quality, it would appear that when creating a more
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impressive Image, both professional groups clearly favoured a conventional
source type. Yet when dealing with subject matter which demanded a high
information content, where respondents required a presentation format which
retained a maximum of documented material, there was a strong bias in support of
the digital capture. This was conditional on the provision that the image presented,
matched the respondents' recollection of the space.
In some cases manipulation of the image content had taken place, yet some of the
respondents tested, in failing to detect these changes, continued to accept the
image as a credible information source. This became evident when examining the
results to Question 5. When participants were asked to provide directed responses
that were grounded from either an architectural or a construction management
perspective, almost 30% from both professional groups within the 1999 and 200I
cohorts, opted for the digitally manipulated image as being the most informative
source. In addition, a further 20% of architects and between 10% and 15% of
construction managers, were unable to distinguish between the digital
manipulated image and the authentic conventional source.
If however as charts SSD5 and SSD6 indicate that some professional groups will
become less discerning and more accepting of the digital image as the accepted
convention in the documentation of built form, then a predicament may begin to
arise, where respondents, especially relating to images credited as source
documents, fail to detect manipulations of image content which contradict the
architecture as built. This issue will be expanded further in the following
conclusion chapter, 'Image Capture and the Profession '.
Provided key architectural detail and information had been retained, image
alteration was accepted given that the enhancement and manipulations had been
disclosed (NB manipulations were kept with in 5% of total visual information and
always of a secondary nature). It was also apparent with the 2001 respondents,
that due to their increased exposure to the digital media, there was a
corresponding acceptance and confidence with the electronic output. Hence,
image ownership and the immediacy of the digital process, as apposed to the third
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party practices of conventional photography, are factors that directly enhance
confidence in the transition to the digital media.
Due to the electronic transfer of information and project details via email, the
digital image is quickly becoming the work-horse of an increasing number of
design practices (see Comparative Workflow Charts Chapter 1). Provided image
integrity can be maintained, as indicated in SSD 5 & 6, then direct marketing
opportunities for building professionals will continue to evolve as a consequence
of the ease of capture and transfer of information.
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Chapter 7
Conclusion -Image Capture and the Profession
7.1 Introduction
The investigation developed III this dissertation has attempted to provide
understanding and insight into the transition from conventional based architectural
photography to computer based digital imagery. Research has focused on the
perception of the image and the reliability of the image source and has attempted
to evaluate the potential effect of this transition on the viewer's interpretation of
the image within the architectural community.
In the light of the controversy relating to image enhancement addressed in chapter
4 and the results of the survey established in chapter 6. This final chapter will
address the potential impact of digital imagery on professional practice. Reflecting
on concerns which are beginning to emerge within professional bodies such as the
RAIA (Royal Australian Institute of Architects), the dissertation will conclude
with a series of recommendations which attempt to alleviate the apprehension
activated by the results of the survey.
7.2 Summary
After identifying the gaps in the current knowledge base, Chapter 2 provided a
brief appraisal of the role of photography in the documentation of the built
environment since the early nineteenth century. Outlining the cues utilised in the
communication of visual information, Chapter 3 addressed style and cultural links
between contemporary architecture and architectural photography and attempted
to relate how architects and photographers view the built form and its
documentation within the photographic medium.
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Examining the credibility of the image within the popular press, Chapter 4
focused on the emerging digital medium and its impact on architectural
photography and provided an overview of current perceptions within the
architectural press through a series of interviews with leading architectural
photographers. These included key indicators identified by three prominent
contemporary Australian Architectural photographers: John Gollings; Peter Hyatt;
and David Moore.
Drawing on the controversial issue of image enhancement and the way in which it
has tended to polarise sections of contemporary news media (see Chapter 4),
chapter 5 introduced a pilot survey of 150 architectural and project management
graduates and attempted to ascertain the effect of the transition from conventional
photography to digital imaging within the two professions. Conducted in two
separate sessions, 1999 and 2001, the study attempted to assess the effect of
change over time. Even though the pace of technological change has been
extremely rapid, the results of the survey captured an interesting sequence of
trends. While the first of these illustrate that source preference (Conventional vs
Digital) is largely task dependent: ie
When creating a more impressive image, ... both professional groups
clearly favoured a conventional photograph, ... yet, when dealing with
subject matter ... which demanded a high information content, ... there was
a strong bias in support of the digital image.
The second, and equally significant, was that a large proportion of both
professional bodies were not only becoming less discerning and more accepting of
the digital image as the accepted convention in the documentation of built form,
but when presented with a series of images which contained enhanced and altered
subject matter, especially relating to images credited as source documents, this
same group (30% of all respondents) failed to detect minor manipulations of
image content that contradict the architecture as built (See Survey Results &
Findings Ch 6).
Although the reasons as to why the respondents failed to detect these deficiencies
are not covered in this study, what is significant is that many were unaware of the
implication of image manipulation, and indeed the relevance of understanding the
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source type. This result appears to reflect the 1:3 ratio of respondents who
favoured the cooler rendition of the digital image and the number of participants
which comprise the 18-22 age group122.
If one considers the bearing of this position on digital imaging in the design
process and its impact on architectural illustration, then the short to middle term
consequences for the profession, regarding the responsibility of the architect to the
client, could be significant (See Chapter 4, Introduction). Hence, To what extent
will image enhancement be accepted by the profession? becomes the key ethical
question that result from the line of enquiry developed in this study. While the
answers to this lie beyond the scope of the current work, what will be discussed is
the current position being adopted by professional groups such as the Victorian
Chapter of the RAIA .
7.3 Client expectations - Delivering on the image
Prior to this study and the results of the survey being made known to
representatives of the institute involved in client/architect arbitration and practice
litigation, the RAIA had not developed an official standpoint with regards to the
rapid impact of digital imaging on many design practices.
The following section recaps the issues which have subsequently prompted the
institute to initiate a reference group focusing on image capture. This group will
investigate the development of a series of practice notes to inform architects of the
potential pitfalls of:
1. Switching from conventional photography to digital Imagmg m the
documentation of existing built form.
2. The presentation of digitally enhanced design illustrations during client
consultation.
According to interviews undertaken with photographers and designers involved
with digital manipulation and illustration (Gollings 1999, Gibson 2001 et al),
122 NB Although purely speculative, this may be due to the increased exposure to computer based technologies, at
the expense of other types of conventional media during their pre graduate years
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architecture developed within the digital medium is driven by both the graphical
representation of the built form and the 'tools' and 'properties' that facilitate the
illustration/design process. The electronic space gives tools for the design but the
tectonics is not just the documentation of new spaces, but also the cultivation of
the observer's perception of the built space. The evolving role that photography
is and will play with the shifting landscape of these digital realms seems a fluid
one.
Interestingly the overwhelming response was that the image was a
document and as such must hold some traceable history of image integrity. The
implications of this could well have repercussions in the architecture profession
and construction industry. This would not only involve issues such as data
specifications, site progress and site discrepancies, which are often supported with
visual material, but it could also impact considerably on design images, be they
architectural graphics or computer base mixed media formates, which present a
hyper real or photo-realistic impression of a project. For example, what happens
when the images fail to live up to the reality of the finial construction?
Due to the quality of digital imagery the realistic rendition of both the
constructed and the projected architectural form, may promote unrealistic
expectations; for example, the site may be slightly manipulated to give a distorted
appearance of adjoining properties, or the slight adjustment in the alignment and
angling of adjacent buildings may present a false sense of scale (NB photograph
of Mitche11lGuirgola & Thorp's St Thomas Aquinas Church, by architectural
photographer Scott Francis, see Chapter 3). The representation of an adjoining
building's shadow and its seamless alteration into a photo image could raise
expectations of: fa<;adeappearance, natural lighting or overshadowing.
Creating the unsupported illusion also creates expectations which may
have a commercial and litigious implication. This aspect of the digital
environment until recently has been dealt with through the artificial 'default'
properties of CAD visualisations. These presented a range of visual cues, such as
faceted 'block-like' shapes or flat areas of tone, which were clear indications that
the presentation material was computer based. However, with rapid changes in
technology, these earlier generations of synthetic visualisations are being
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superseded with the increased ease of merging digital files and pre scanned
conventional photographs to create seamless photo-realistic illustrations. While
the potential for creative design, and enhanced in-context analysis increases, so
the degree of ambiguity regarding the final outcome of the project narrows the
gap on the licence of interpretation. Consequentially the credibility and ethics of
the image will start to come into question if the integrity of the architecture as
built fails to meet the expectations inspired by the illustration.
7.4 Benchmarking digital imaging within the Profession
While a project sold on a fictitious image is yet to be tested III a legal
environment, in order to provide a safety net for architectural practices and to
maintain a high level of communication and shared understanding during
client/architect consultation, the dissertation will close with a recommendation.
This considers the introduction of image classification in regards to the
documentation of existing infrastructure and the presentation of image enhanced
illustrations.
The following outlines four categories of classification, be they conventional or
digital architectural photographs, which are currently being formulated in a
working paper to be presented to the RAIA Digital Imaging Reference group:
1. Architectural image type 1: An image, be it conventional or digital, that
has no alteration. The image has a defined parentage be that a legal digital
signature, supported file authentication, or Conventional photographic -
negative or positive - certification.
2. Architectural image type 2: Design presentation images of existing built
works that have been digitally enhanced to optimise output quality such as:
colour rendition, tone and contrast.
3. Architectural image type 3: Design presentation images of existing built
works that have been digitally manipulated to optimise presentation quality
with the editing out of redundant and extraneous information and the
possible inclusion of external graphic information which is separate from
the building fabric.
85
4. Architectural image type 4: Architectural rendered images that provide
photo-realistic illustrations of contrived in-context design proposals for
presentation purposes. NB the image should be prefaced with the caption,
'Artistic impression', and a list of the alterations utilised in its generation.
While the acceptance and substance of architectural imagery is fluid and based on
current trends across abroad range of image professions, companies such as
Kodak and Canon (see Appendix 6) have recently marketed high-end professional
digital cameras and software that begins to address litigious issues. Although the
software attempts to track the parentage of an image, the hardware is limited in its
application. A more efficient development of this technology would be the
inclusion of pre-programmable customised certification criteria. This would
provide a selection of signature categories, such as the four listed above, and
would permit operators to attach metadata to a digital image file.
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7.4 Benchmarking Architectural image types
______ m __ ______ _
Architectural image type 1 Architectural image type 2
Architectural image type 3 Architectural image type 4
Appendix 1
The Daguerreotype and the Calotype
Within twelve years of Joseph-Nicephore Niepce's hallmark Image, Breton
Fre'res experimented with the daguerreotypes and succeed in the document of a
church located directly behind their studio. Woking as opticians' scientific
instrument makers Louis-Andre' and Andre Breton improved upon the early
Daguerreotype process. Their quest for both simple lens design and the chemical
processes won them a gold medal for a meter high plate from the Soci'ete'd
Encouragement pour I'lndustrie nationale in 1842.
In England William Henry Fox Talbot was also experimenting with the medium
and introducing his own process. Fox Talbot was a gentleman scientist who
looked beyond the daguerreotype by making tiny images on paper. He was
interested in the quality and clarity of the finial image, for the soft blurring
qualities of the daguerreotypes could be enhanced and improved upon by revision
of the process. From his ancestral home Lacock Abbey he produced, a new paper
negative based process the calotype. It was a using an easier more user-friendly
chemical process, unlike the dangerous chemistry and heated mercury vapors
needed to produce the daguerreotypes.
Though Fox Talbot was the master of a better process it was Louis Jacques
Mande' Daguerre who introduced the photographic process to the public. With
the jewellike images derived from the polished plates of silver - copper. The
daguerreotype, for the first twenty years, accounted for the majority of
photographic images processed. It is strange and yet true to even today that
although there were a range of photographic processes during these formative
years, it was the public disclosure of the daguerreotype process (See Appendix
1.1), and the reaction to the marvel of the 'new', that placed it forward as the
"the" photo - process".
In true commercial style, the daguerreotype became the most practical method of
producing photographs for the next twenty years. The practice of the
daguerreotype spread as fast as the news of the process, capturing the world on a
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two dimensional surface. Daguerreotypes were made in Africa, the Middle East,
China, Japan the South Sea Islands and all parts of the Americas as well as in
Europe. During the daguerrian era, from 1839 to 1860, as many as 30 million
daguerreotypes were made in the United States alone. Most of the important
historical documents recorded by the new medium of photography during the
1840s and 1850s were made on daguerreotypes.
At issue still was the quest for image clarity and the fact that commercial aspects
came into play with Richard Beard who purchased the patent for the
daguerreotype in 1841, becoming England's first portrait photographer. In doing
so he locked others out and controlled the new photographic process. Henry Fox
Talbot also had restricted his paper negative process by the premature
announcement of the process and by enforcement of patents on the 'calotype'.
This was a great pity as the advantage of the 'calotype' was the use of the paper
negative. This allowed for multiple prints from a single exposure. When
examining the simplified blocking out of the early 'calotype' images, the works
appear crude and lack the volume obtained by the daguerreotype. In this
restrictive environment, pressures from photographers such as David Octavius
Hill and Robert Adamson of Edinburgh, which was free from the consternates of
patent laws, advanced the 'calotype' process and produced a substantial body of
architectural photographs.
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Appendix 1.1
The Daguerreotype Process
The following is a description of the the radically new five-step daguerreotype
process as described by Francois Arago, head of Academe des, Sciences, Francois
Arago, on August 19, 1839:
1. A piece of silver plate was cleaned to a mirror finish using a slurry of
pumice in oil followed by various washings in nitric acid and water to remove the
oil residue.
2. The prepared plate was sensitized by fuming - that is, exposing it to iodine
vapor until the plate had taken a bright golden color. The color indicated that a
layer of silver iodide of the right thickness had formed on the plate. Arago
stressed that this was a critical step and that the silver iodine layer needed to be
uniform.
3. The sensitized plate was placed in a camera and exposed to light. Exposure
times varied according to the time of the day, the season of the year, and the
weather. Recommended times were within the range of three to thirty minutes.
4. The exposed plate was placed over hot mercury vapor until an image
appeared.
5. The silver iodide was desensitized by placing the plate in a hot solution of
common salt or removed using a solution of sodium thiosulfhate. This last
treatment was followed by a series of rinses in water and drying the plate.
The image that was formed was very fragile and could be removed with the
slightest touch. Daguerre recommended that the images be protected either by
enclosing them in a small frame or by gluing them under glass. He tried different
varnishes to seal the images but found this not satisfactory as the enclosure of the
daguerreotype in a frame. The varnishes caused the white portion of the image to
become dull and eventually disappear with time.
Due to the very public nature of the release of both the process and a manual of
the process by Daguerre the die was cast for the process to be the key process. All
so full instructions and descriptions of the apparatus needed to accomplish the
process were released; in fact he gave newspaper editors demonstrations of the
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process and public demonstrations of the daguerreotype. As time went on the
process became public property and people started to use the process to capture
light time and place.
However, the process did have three essential drawbacks;
1. the exposures were very long, precluding the use of process for portraiture
2. the images was not coloured but did have gradation of tone
3. these images were mechanically fragile and needed great care in handling.
In true commercial style, the daguerreotype became the most practical method of
producing photographs for the next twenty years.
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Appendix 2
Questionnaire
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Architecture as viewed: a survey. 
Please view the following sets of images, indicating with a tick the picture 
which best satisfies the questions being asked. 
Thank you. 
Part 1 
Ilmage 1a-1bl 
Q.1. Both of the images document the space. Which one of the two 
images do you feel best represents the space? 
o Lett Right 0 Both 0 Neither 0 
Why: ___________________ _ 
Q.2. In capturing an architectural space the quality of light is paramount to 
documenting the architecture. 
Which image has the most realistic lighting? 
o Lett Right 0 Both 0 Neither 0 
Why: ___________________ _ 
Q.3. Which image do you feel is stronger due to the 
quality of the lighting? 
O-ett Right 0 Both 0 Neither 0 
Why:_" __________________ _ 
Ilmage 2a-2bl 
Q.4. In capturing an architectural space the quality of light is paramount to 
documenting the architecture 
Which image has the most realistic lighting? 
o Lett Right 0 Both 0 Neither 0 
Why: ___________________ _ 
Ilmage 3a-3b[ 
a.s. If you needed to draw up the space for architectural 
documentation and working drawings, which image gives you 
the most realistic and informative view of the space? 
o Left Right 0 Both 0 Neither 0 
Why: ___________________ _ 
Ilmage 3 a -3b[ 
a.6. Which of the two images do you feel is the most 
A. Visually impressive? Left 0 Right 0 
Why: __________________ _ 
B. Visually informative? Left 0 Right 0 
Why: __________________ _ 
Ilmage 4 a -4bl 
a. 7. Which of the two images do you feel is the most 
A. Visually impressive? Left 0 Right 0 Both 0 
Why: ___________________ _ 
B. Visually informative? Left 0 Right 0 Both 0 
Why: ___________________ _ 
Part 2a 
This next set of images is similar to the last sequence, however those on 
the left are conventional photographs and the images on the right are 
digital. 
jlmage 5a-5ij 
Q.8. Which is the more realistic image? 
o Left Right 0 Both 0 Neither 0 
Why: __________________ _ 
jlmage 6a-6ij 
Q.9 The left Image has been conventionally printed to enhance 
the form of the architecture. Which do you feel is the better representation of the 
space? . 
o Left Right 0 Both 0 Neither 0 
Why: __________________________________ ___ 
jlmage 6a-6ij 
Q.10. Do both images represent the architecture as built? 
VesO No 0 
Why: __________________ _ 
"jlmage 7a-7ij 
Q. 11. The right image has been digitally produced. Is knowing 
the image source important to you? 
Yes 0 No 0 Don't Know 0 
Why: __________________ _ 
Q. 12. Which image best represents the space? 
o Left 0 Right 
Why: ___________________ _ 
Ilmage 8a-8~ 
Q. 13 Both these images are digitally based. 
A. Is one visually stronger than the other? 
Yes 0 No 0 
B. If so which image is it? 
Left 0 Right 0 
Why: ___________________ _ 
Part 2 b 
By manipulating the quality of light the following set of images have been 
altered in order to enhance the photographers vision of the architecture. 
Ilmage 9a-9bl 
Q. 14. The lighting qualities in both images have been altered 
during printing. 
A. Which image do you feel is the most informative? 
Left 0 Right 0 Both 0 
Why: ____________________________________ __ 
B. Which image do you feel is the most atmospheric? 
Left 0 Right 0 Both 0 
Why: ___________________ _ 
Ilmage 10a-10bl 
Q. 15. The right image has been digitally manipulated slightly during the pre 
printing stage, is this important to your reading of the space? 
Yes 0 No 0 Don't Know 0 
Why: ______________________________________ _ 
Ilmage 11a-11bl 
Q. 16. The left image has been manipulated in the darkroom. Is this important 
to your reading of the space? 
Yes 0 NoO Don't Know 0 
Why: ____________________________________ __ 
Q. 17. Which of these images best represents the space? 
OLett Right 0 Both 0 NeitherO Don't Know 0 
Why: ______________________________________ _ 
Ilmage 12a-12bl 
Q.18. The image is representation of the real space. 
Does knowing this alter your reading of the architecture? 
Yes 0 No 0 Don't Know 0 
Why: ____________________________________ __ 
Q.19 A. 
Yes 0 
By knowing that the image has been manipulated 
does this alter your reading of the space? 
No 0 Don't Know 0 
Why: ______________________________________ _ 
Q.19 B. Is this important? 
o o 
Yes 0 No Don't Know 
Why: __________________ _ 
Do you have any comments on the influence of the digital image in the 
documentation of architecture? 
Appendix 3 
SPSS Bar Charts and Summary Report Sheets 
For Questions 1-19 
92 
Architecture respondents 1999 
Q1. 
I 
R1 
limage 1a-1ij 
Q.1. 
Left 0 
Architecture respondents 2001 
01 
" 14 
R1 
c 
~ D.. 0 
Both of the Images document the space. Which one of the two 
images do you feel best represents the space? 
Right 0 Both 0 Neither 0 
Why: __________________ _ 
Construction Management respondents 1999 Construction Management respondents 2001 
Q1. 
R1 
Q1 
R1 
'mage 1a-1ij 
Q.1. Both of the images document the space. Which one of the two 
images do you feel best represents the space? 
Left 0 Right 0 Both 0 Neither 0 
Why:, ______________________________________ _ 
Architecture respondents 1999 
02 
OO~------------------------------I 
R2 
Architecture respondents 2001 
02 
R2-
Q.2. In capturing an architectural space the quality of fight is 
paramount to documenting the architecture_ 
Which image has the most realistic fighting? 
Left 0 Right 0 Both 0 Neither 0 
Construction Management respondents 1999 
Q2 
neither 
R2 
i 
Q. 
Q.2. 
Left 0 
Construction Management respondents 2001 
Q2 
. neither 
R2 
In capturing an architectural space the quality of light is 
paramount to documenting the archltectura. 
Which image has the most raa/istic lighting? 
Right 0 .Both 0 Neither 0 
Why:: ________________________________ __ 
Construction Management respondents 1999 Construction Management respondents 2001 
03 
R3 
03 
R3 
Q.3. Which image do you feel is stronger due to the 
quality of the lighting? 
Left 0 Right 0 Both 0 Neither 0 
Why:: __________________________________ ___ 
Architecture respondentS 1999 
Q4 
R4 
20r----------------------------. 
Architecture respondents 2001 
Q4 
R4 
20~------------------------~~ 
.mage 2a-2ij 
Q.4. In capturing an archltactural space the quality of light is 
paramount to documenting the architecture 
Which image has the most realistic lighting? 
Left 0 Right 0 . Both 0 Neither 0 
Construction Management respondents 1999 
Q4 
Construction Management respondents 2001 
Q4 
R4" R4 
'mage 2a-2ij 
Q.4. In capturing an architectural space the quality oflight is 
paramount to documenting the architecture 
Which image has the most realistic lighting? 
Left 0 Right 0 Both 0 Neither 0 
Architecture ~espondents 1999 
05 
R5 
Architecture respondents 2001 
'Q5 
R5 
ftmage3a-3§ 
Q.5. 'If you needed to draw up the space for architectural 
documentation and working drawings, which image gives you 
the most realisUc and informatjve view of the space? 
Left 0 Right 0 Both 0 Neither 0 
Construction Management respondents 1999 
Q5 
R5 
Image 3a-3ij 
Q.5. 
Latta 
Construction. Management respondents 2001 
05 
ilelther 
R5 
'/fyou needed to drew up the space for architecturel 
documentation and working drewings. which image gives you 
the most reaiistic and informa~ive view of the space? 
Right a Both a Neither a 
Architecture respondents 1999 Architecture respondents 2001 
Q6A el6A 
c: 
~ 8? 0-,-__ 
R6A R6A 
i 
Q) 
a.. 
i a.. 0 
"mage 3 a -aij 
Q.6. Which afthe two images do you feel is the most 
A. Visually impressive? Left 0 Right 0 Wby:: __________________________________ __ 
B. Visually informative? Left 0 Right 0 
Why:: __________________________________ __ 
Construction Management respondents 1999 Construction Management respondents 2001 
QSA QSA 
C 1 ~ 
0.1-__ ~ 0 
"----
RSA RSA 
Pmage 3 a -aij 
Q.6. Which of the two Images do you feel is the most 
A, Visually impressive? Left 0 Right 0 
Why: 
'-------------------------------
B, Visually informative? Left 0 Right 0 
Why: 
'-------------------------------
\ .' 
Architecture respondents 1999 Architecture respondents 2001 
Q6B Q6B 
1l.
 
'0 
both 
R6B 
R6B 
Omage 3 a -3ij 
Q.6. Which of the two images do you feel is the most 
A. Visually impressive? Left 0 Right 0 
Why: __________________ _ 
B. Visually informative? Left 0 Right 0 
Why: __________________ _ 
Construction Management respondents 1999 Construction Management respondents 2001 
QSS QSB 
70 
·both 
RSB RSB 
i 8? 0 
2.00 4.00 6 •. 00 $.00 14.00 3.00 5.00 7.00 9.00 14.00 
Amage 3 a -3ij 
Q.6. Which of the two images do you feel Is the most 
A. Visually impressive? Left 0 Right 0 Why: ____________________________________ __ 
B. Visually informative? Left 0 Right 0 
Wh~ ______________________________________ _ 
Architecture respondents 1999 ArchitectUre respondents 2001 
Q7A Q7A 
R7A R7A 
Umage 4 a -4ij 
Q.7. Which of the two images do you feel is the most 
A. Visually Impressive? Left 0 Right 0 Both 0 Why:. ____________________________________ __ 
B. Visually informative? Left 0 Right 0 Both 0 Why:. ____________________________________ __ 
Construction Management respondents 1999 Construction Management respondents 2001 
Q7A Q7A 
both 
R7A R7A 
Image 4 a -4ij 
Q. 7. Which of the two images do you feel is the most 
A Visually impressive? Left 0 Right 0 Both 0 
Why: __________________ _ 
B. Visually Informative? Left 0 Right 0 Both 0 Why:, __________________________________ __ 
Architecture respondents 1999 ArchitectUre respondents 2001 
Q7B Q7B 
ror-------------------------------~ 
R7B R7B 
"mage 4 8 -4ij 
Q.7. Which of the two images do you feel is the most 
A. Visually impressive? Left 0 Right 0 Both 0 Why:. ____________________________________ __ 
B. Visually informative? Left 0 Right 0 Both 0 
Wh~, ____________________________________ __ 
Construction Management respondents 1999 Construction Management respondents 2001 
Q7B Q7B 
60~-----------------------------------, 
,50 
C 1 
~ 
C. 0 
R7B 
C 1 ~ 
Gl 
C. 
"mage 4 a -4ij 
R7B 
Q.7. Which of the two images do you feel is the most 
A Visually impressive? Left 0 Right 0 Both 0 
Why: ___________________ _ 
B. Visually informative? Left 0 Right 0 Both 0 
Why: ___________________ _ 
Architecture respondents 1999 Architecture respondents 2001 
08 08 
R8 R8 
~r---------------------------~ 
'mage 5a-5ij 
Q.B. Which is th.e more realistic image? 
Left 0 Right 0 Both 0 Neither 0 
Why:: __________________________________ __ 
Construction Management respondents 1999 Construction Managemeht respondents 2001 
08 08 
60.-----------------------________ , 
40 
30 
20 
C C ~ Q) !:! Q) c.. c.. 0 
R8 R8 
"mage sa-Sij 
Q.B. Which is the more realistic image? 
Left 0 Right 0 Both 0 Neither 0 
Why:, __________________ ~------------------
Architecture respondents 1999 Architecture respondents 2001 
09 09 
60r-------------------------________ ~ 
R9 R9 
~mage 6a-6ij 
Q.9 The left Image has been conventionally printed to enhance 
the form of the architecture. Which do you feel is the better 
representation of the space? 
Left 0 Right 0 Both 0 Neither 0 
Why:; ____________________________________ __ 
Construction Management respondents 1999 Construction Managemeht respondents 2001 
09 
R9 
09 
both 
R9 
.mage Sa-6ij 
Q.9 The left Image has been conventionally printed to enhance 
the form of the architecture. Which do you feel is the better 
representation of the space? 
Left 0 Right 0 Both 0 Neither 0 
Why:, __________________ _ 
Architecture respondents 1999 ArchitectUre respondents 2001 
010 010 
yes 
R10 R10 
~r---~--------------------------, 
"mage 6a-6ij 
Q.10. Do both images represent the architecture as built? 
Yes 0 No 0 Why:: __________________________________ __ 
Construction Management respondents 1999 Construction Management respondents 2001 
010 010 
60 
i £ 0 
yes no no . 
R10 R10 
_mage 6a-6ij 
Q.10. Do both images represent the architecture as built? 
Yes 0 No 0 
Why: --------------------------~---
~-. .:... 
Architecture respondents 1999 
011 
R11 
~r-------------------------------~ 
C 10 
~. 
8!. 0 
ArchitectUre respondents 2001 
011 
R11 
image 7a-7ij 
Q. 11. The right image has been digitally produced. Is knowing 
the image source important to you? 
Yes 0 No 0 Don't Know 0 
Why: __________________ _ 
1 
c.. 
Construction Management respondents 1999 
Q11· 
R11 
~r---------------------~--------~ 
Construction Management respondents 2001 
Q11 
R11 
amage 7 a-7ij 
Q. 11. The right image has been digitally produced. Is knowing 
the image source important to you? 
Yes 0 No 0 Don't Know 0 
Why: _______________________________ _ 
Architecture respondents 1999 ArchitectUre respondents 2001 
Q12 Q12 
70,..-----------___ ----, 
R12 R12 
Q. 12. Which image best represents the space? 
Left 0 Right 0 Why:; ________________________________ ___ 
Construction Management respondents 1999 Construction Management respondents 2001 
012 012 
R12 R12 
.J 
Q. 12. Which Image best represents the space? 
Left 0 Right 0 
Why: 
---------------------------------
Construction Management respondents 1999 Construction Management respondents 2001 
Q1·3A 
yes no 
R13A 
Q13A 
R13A 
!image Ba-Sij 
Q. 13 Both these images are digitally based. 
A. Is one visually stronger than the other? 
Yes 0 No 0 
B. If so which image is it? 
Left 0 Right 0 
Why:, ____________________________________ __ 
Architecture respondents 1999 
Q138 
R138 
30.-----____________________ -. 
ArchitectUre respondents 2001 
Q138 
R138 
bmage 8a-aij 
Q. 13 Both these images are digitally based. 
A. Is one visually stronger than the other? 
Yes 0 No 0 
B. If so whioh image is It? 
Left 0 Right 0 
Why:, ______________________ ~ ____________ __ 
Construction Management respondents 1999 
Q138 
R138 
Construction Management respondents 2001 
Q138 
R13B 
Pmage 8a-8~ 
Q. 13 Both these images are digitally based. 
A. Is one visually stronger than the other? 
Yes 0 No 0 
B. If so which image is it? 
·Left 0 Right 0 
Why: __________________ _ 
Architecture respondents 1999
Q14A
R14A
Architecture respondents 2001
Q14A
R14A
30,----------------------------------,
!Image9a-9ij.
Q. 14. The fighting qualities in both images been altered
during printing.
A. Which image do you feel is the most infonnative?
Left 0 Right 0 Both 0
Why:
Construction Management respondents 1999 Construction Management respondents 2001 
Q14A 
R14A 
Q14A 
R14A 
pmage9a-9§ 
Q.14. The lighting qualities in both images have been altered 
during printing. 
A. Which image do you feel is the most informative? 
Left 0 Right 0 Both 0 
w~:: __________________________________ _ 
B. Which image do you feel is the most atmospheric? 
Left 0 Right 0 Both 0 
Why: ____________________ _ 
Architecture respondents 1999 
Q148 
R148 
Architecture respondents 2001 
Q148 
50.--------------------------------, 
R148 
!Image 9a-9ij 
Q. 14. The lighting qualities in both images have been altered 
during printing. 
A. Which image do you feel is the most informative? 
Left 0 Right 0 Both 0 
Why:; ____________ ~ ______________________ __ 
B. Which image do you feel is the most atmospheric? 
Left 0 Right 0 Both 0 
Why: ____________________________________ _ 
Construction Management respondents 1999 Construction Management respondents 2001 
Q14B 
R14B 
Q14B 
c 
CD 
~ c.. 0 
R14B 
Pmage 9a-9ij 
Q. 14. The lighting qualities in both images have been altered 
during printing. 
A. Which image do you feel is the most informative? 
Left 0 Right 0 Both 0 
Why: ____________________________________ __ 
B. Which image do you feel is the most atmospheric? 
Left 0 Right 0 Both 0 
Why:. ______ ~ ____________________________ __ 
Architecture respondents 1999 
015 
30 
20 
1:: 
~ 
CII 0 c.. 
R15 
Architecture respondents 2001 
015 
1:: 
~ 
Gl 
c.. 0 
R15 
~r-----------------------------------~ 
'mage 10a-10ij 
Q. 15. The right image has been digitally manipulated slightly during 
the pre printing stage, is this important to your reading of the 
space? 
Yes 0 No 0 Don't Know 0 
Why: __________________ _ 
i 
Do 
Construction Management respondents 1999 Construction Management respondents 2001 
Q15 
R15 
\ .' 
. Q15 
50 
R15 
Image 10a-10ij 
Q. 15. The right image has been digitally manipulated slightly during 
the pre printing stage, is this important to your reading of the 
space? 
Ves 0 No 0 Don't Know 0 
Why: ____ ..;..-. _____________ _ 
Architecture respondents 1999 
016 
R16 
Architecture respondents 2001 
016 
R16 
Image 11a-11ij 
Q. 16. The left image has been manipulated In the darkroom. Is this 
important to your reading of the space? 
Yes 0 No 0 Don't Know 0 
Why:: __________________ _ 
Construction Management respondents 1999 Construction Management respondents 2001 
Q16 
R16 
Q16 
R16 
"mage 11a-11ij 
Q. 16. The left image has been manipulated in the darkroom. Is this 
important to your reading of the space? 
Yes 0 No 0 Don't Know 0 
~Y:'--------------------------------------
Architecture respondents 1999 Architecture respondents 2001 
017 017 
50~------------------------------~ 
R17 R17 
Q.17. Which of these images best represents the space? 
Left 0 Right 0 Both 0 NeltherO Don't Know 0 
'-Why:, ____________________________________ __ 
Construction Management respondents 1999 Construction Management respondents 2001 
017 017 
~~--~---------------------------
R17 R17 
Q.17. Which of these images best represents the space? 
Left 0 Right 0 Both 0 NeitherO Don't Know 0 
Why: ___ -----------------
Architecture respondents 1999 Architecture respondents 2001 
018 018 
~.-----------------------------------, 
o 
R18 
R18 
realistic understanding source 
"mage 1281 
Q.1S. The image is representation of the real space. 
Does knowing this aiter your reading of the architecture? 
Yes 0 No 0 Don't Know 0 
Wh~. ______________________________________ _ 
Construction Management respondents 1999 Construction Management respondents 2001 
Q18 .018 
R18 
R18 
. realistic understanding source 
Pmage 12ij 
Q.18. The image is representation 'of the real space. 
Does knowing this aiter your reading of the architecture? 
Yes 0 No 0 Don't Know O' 
Why:; __________________________________ ___ 
.< 
Architecture respondents 1999 
Q19A 
R19A 
50 
Architecture respondents 2001 
Q19A 
60~----------------------------------~ 
50 
40 
30 
20 
C 10 
~ 
.,f 0 
R19A 
realistic understanding source 
Q.19 A. By knowing that the image has been manipulated 
does this alter your reading of the space? 
Yes 0 No 0 Don't Know 0 
Why: ___________________ _ 
Construction Management respondents 1999 Construction Management respondents 2001 
. Q19A 
1\0 
R19A 
Q19A 
dontknoW . 
R19A 
emotional perception good ~poaItlon 
Q.19 A. By knoli1(ing that the image has been manipulated 
does this alter your reading of the space? 
Yes 0 No 0 Don't Know 0 Why: ____________________________________ __ 
Architecture respondents 1999 
Q198 
R198 
20 
C 10 
~ o 
enwtianalp~pUon 
Architecture respondents 2001 
Q198 
1 c.. 0 
R198 
50 
Q.19 B. 
Yes 0 
stronger details 
Is this important? 
NoO 
undel1ltanding source 
Don'tKnow 0 
~y::--------------------------------------
Do you have any comments on the influence of the digital image in 
the documentation of architecture? 
Construction Management respondents 1999 Construction Management respondents 2001 
019B 
R19B 
.0198· 
R198 
Q.19 B. Is this important? 
Yas 0 NoO Don'tKnow 0 
Why: __________________ _ 
Do you have any comments on the influence of the digital image in 
the documentation of architecture? 
Appendix 4 
Linear Charts and Pie Charts Summary analysis 
For Questions 1-19 
93 
ARCHITECTURE AS VIEWED: SURVEY. 
Part 1 Questions: 1-7 
Concealed image source 
Q.1. Both of the images document the space. Which one of the two images do you feel 
best represents the space? 
[Images 1a & 1b] 
80 
60 .A 
40 -==:: 
-------. ~ 20 
0 
Arch 99 Arch 01 CM99 CM01 
~Convn 51 62 51 52 
___ Digital 47 27 48 27 
both 12 12 8 25 
Archi 99 Q1 Archi 01 Q1 ~ CM99Q1 CM 01 Q1 
Pragmatic • Contrast D Value D Source acknowledged (..,;') 
Q 2. In capturing an architectural space the quality of light is paramount to 
documenting the architecture. Which image has the most realistic lighting? 
[Images 1a &1b] 
100 
... 
50 
.... 
--------. 
0 
Arch 99 Arch 01 CM99 CM01 
~Convn 45 40 54 67 
___ Digital 47 43 35 18 
both 5 10 10 10 
Archi 99 Q2 Archi 01 Q2 ~ CM99Q2 CM 01 Q2 
III Pragmatic II Contrast D Value D Source acknowtedged (..,;') 
Concealed notes 
Image 1a 
Conventional 
Source: Hidden 
Manipulation: Unaltd 
Image 1b 
Digital 
Source: Hidden 
Manipulation: Unaltd 
Concealed notes 
Image 1a 
Conventional 
Source: Hidden 
Manipulation: Unaltd 
Image 1b 
Digital 
Source: Hidden 
Manipulation: Unaltd 
Q.3. Which image do you feel is stronger due to the quality of the lighting? 
[Images 2a &2b] 
80 
.. 60 
--
.. ~ 40 
--
.... 
.. 
20 
0 
Arch 99 Arch 01 CM99 
I-+- Convn 63 47 58 
I __ Digital 37 53 47 
~ Archi 99 Q3 Archi 01 Q3 ~CM99Q3 
Pragmatic _ Contrast D Value D Source acknowledged (-./) 
.-. 
--. 
CM01 
67 
33 
CM 01 Q3 
Q.4. In capturing an architectural space the quality of light is paramount to 
documenting the architecture. Which image has the most realistic lighting? 
[Images 2a &2b] 
100 
50 
--~ .. • 
• 0 
Arch 99 Arch 01 CM99 CM01 
-+- Convn 56 57 29 26 
__ Digital 26 15 44 59 
both 17 27 27 15 
~ Archi 99Q4 Archi 01 Q4 CM 99 Q4 CM 01 Q4 
II Pragmatic II Contrast D Value D Source acknowledged (-./) 
Concealed notes 
Image 2a 
Conventional 
Source: Hidden 
Manipulation: Unaltd 
Image2b 
Digital 
Source: Hidden 
Manipulation: Unaltd 
Concealed notes 
Image 2a 
Conventional 
Source: Hidden 
Manipulation: Unaltd 
Image2b 
Digital 
Source: Hidden 
Manipulation: Unaltd 
Q.5. If you needed to draw up the space for architectural documentation and working 
drawings, which image gives you the most realistic and 
informative view of the space? 
[Images 3a & 3b] 
60 
• • • • 40 
.. ~-... 20 
0 
Arch 99 Arch 01 CM99 CM01 
....... Conv 48 54 53 52 
_ Digital 33 26 36 32 
both 20 20 10 15 
" Archi 99 Q5 Archi 01 Q5 CM 99 Q5 CM 01 Q5 
Pragmatic • Contrast D Value D Source acknowledged (~) 
Concealed notes 
Image 3a 
Conventional 
Source: Hidden 
Manipulation: Unalt 
Image3b 
Digital 
Source: Hidden 
Manipulation: 
Not Known 
Cont/Brt: Unaltered 
Editing: 
Wall plaque - Out 
Pergola -Part erased 
Concealed notes 
Image 3a 
Conventional 
Source: Hidden 
Manipulation: Unalt 
Image 3b 
Digital 
Source: Hidden 
Manipulation: 
Not Known 
ConUBrt: Unaltered 
Editing: 
Wall plaque - Out 
Pergola - Part erased 
Q.6. Which of the two images do you feel is the most 
A. Visually impressive? 
[Images 3a & 3bJ 
100 
80 
... 
... 
-------. 60 
40 
.. 
------
20 
- -
0 
Arch 99 Arch 01 CM99 CM01 
I-.- Conv 76 79 79 65 
I_ Digital 29 20 20 35 
Archi 99 Q6a Archi 01 Q6a CM 99 Q6a CM 01 Q6a 
Pragmatic II Contrast o Value o Source acknowledged (~) 
Q.6. B. Visually informative? 
80 
~ 60 
40 
- -II 20 
0 
Arch 99 Arch 01 CM99 CM01 
I-.- Conv 64 63 63 66 
I_ Digital 35 36 38 30 
" Archi 99 Q6b " Archi 01 Q6b " CM99Q6b " CM 01 Q6b 
II Pragmatic II Contrast o Value o Source acknowledged (~) 
Concealed notes 
Image 3a 
Conventional 
Source: Hidden 
Manipulation: Unalt 
Image 3b 
Digital 
Source: Hidden 
Manipulation: 
Not Known 
ContlBrt: Unaltered 
Editing: 
Wall plaque - Out 
Pergola -Part erased 
Q.7. Which of the two images do you feel is the most 
A. Visually impressive? 
[Images 4a & 4b] 
80 
.... 
60 ... 
40 
.. 
20 
0 
Arch 99 Arch 01 
I--+- Conv 66 75 
I_ Digital 26 20 
~ Archi 99 Q7A Archi 01 Q7A 
• 
CM99 
62 
30 
~ CM99Q7A 
Pragmatic _ Contrast D Value D Source acknowledged (~) 
Q.7. B. Visually informative? 
80 
--60 
--
40 ~ ... 20 
0 
Arch 99 Arch 02 CM99 
I--+- Conv 36 22 35 
I_ Digital 61 70 58 
Archi 99 Q7b Archi 01 Q7b ~ CM99Q7b 
II Pragmatic _ Contrast D Value D Source acknowledged (~) 
... 
• 
C M01 
66 
30 
CM 01 Q7A 
--
-. 
C M01 
26 
61 
CM 01 Q7b 
Concealed notes 
Image4a 
Conventional 
Source: Hidden 
Manipulation: Unaltd 
Image4b 
Digital 
Source: Hidden 
Manipulation: 
Not Known 
ConUBrt: Unaltered 
Editing: 
Wall plaque - Out 
Gate- Out 
Windows - ... Tone 
Concealed notes 
Image4a 
Conventional 
Source: Hidden 
Manipulation: Unaltd 
Image4b 
Digital 
Source: Hidden 
Manipulation: 
Not Known 
Cont/8rt: Unaltered 
Editing: 
Wall plaque - Out 
Gate- Out 
Windows - ... Tone 
Part 2a Questions: 8-13 
This next set of images is similar to the last sequence; however those on 
the left are conventional photographs and the images on the right are 
digital. 
Q.8. Which is the more realistic image? 
[Images 5a & 5bJ 
60 
• • .... 
40 
• • -
20 
0 
Arch 99 Arch 01 CM99 CM01 
-+- Conv 55 54 44 44 
___ Digital 34 33 39 48 
Both 11 12 17 8 
Archi 99 Q8 Archi 01 Q8 eM 99 Q8 CM 01 Q8 
II Pragmatic • Contrasl o Value o Source acknowledged (~) 
Concealed notes 
Image 5a 
Conventional 
Source: Known 
Manipulation: Unaltd 
Image 5b 
Digital 
Source: Known 
Manipulation: 
Not Known 
Cont/Srt: Even Tone, 
T Brightness 
Editing: 
Pergola - Out, 
Gate- Out, 
Windows - lighter Hue 
Concealed notes 
Image 5a 
Conventional 
Source: Known 
Manipulation: Unaltd 
Image 5b 
Digital 
Source: Known 
Manipulation: 
Not Known 
Cont/Brt: Even Tone, 
T Brightness 
Editing: 
Pergola beam - Out, 
Q.9 The left Image has been conventionally printed to enhance the form of the 
architecture. Which do you feel is the better representation of the space? 
[Images 6a & 6b NB: Same view position as 4a & 4b) 
80 
60 
--
---
--+ ~ 40 
.- -. - ---. 
20 
0 
Arch 99 Arch 01 CM99 C M01 
~Conv 34 52 54 33 
__ Digital 54 32 39 62 
Both 12 12 7 5 
'" Archi 99 Q9 Archi 01 Q9 eM 99 Q9 eM 01 Q9 
Pragmatic II Contrast o Value o Source acknowledged (~) 
Q.10. Do both images represent the architecture as built? 
[Images 6a & 6b NB: Same view position as 4a & 4b) 
80 .. 
• • 60 
40 
20 
--
.. 
.. 
--0 
Arch 99 Arch 01 CM99 CM01 
I~ Yes 75 65 71 72 
I--No 25 16 23 15 
'" Archi 99 Q10 '" Archi 01 Q10 '" eM 99 Q10 eM 01 Q10 
~ 
II Pragmatic • Contrast 0 Value o Source acknowledged (~) 
Concealed notes 
Image 6a 
Conventional 
Source: Known 
Manipulation: Unaltd 
Image 6b 
Digital 
Source: Known 
Manipulation: 
Not Known 
Cont/Srt: Unaltered 
Editing: 
Wall plaque - Out 
Gate- Out 
Concealed notes 
Image 6a 
Conventional 
Source: Known 
Manipulation: Unaltd 
Image6b 
Digital 
Source: Known 
Manipulation: 
Not Known 
Cont/8rt: Unaltered 
Editing: 
Wall plaque - Out 
Gate- Out 
Q. 11. The right image has been digitally produced. Is knowing 
the image source important to you? 
[Images 7a & 7b] 
80 
60 ....... 
-------
~ 
40 
---. • 20 
0 
Arch 99 Arch 01 CM01 
-+- Yes 25 30 50 
___ No 68 35 33 
don't know 8 36 12 
y' Archi 99 Q11 y' Archi 01 Q11 y' CM 99 Q11 
[2t cg (M 
Pragmatic • Contrast D Value D Source acknowledged (~) 
Q. 12. Which image best represents the space? 
[Images 7a & 7b] 
80 
60 
--
- "'"' • 40 
20 
0 
Arch 99 Arch 01 CM01 
I-+- Conv 44 48 51 
1 ___ Digital 56 62 49 
y'Archi 99 Q12 y' Archi 01 Q12 CM 99 Q12 
II Pragmatic II Contrast D Value D Source acknowledged (~) 
=-
CM01 
47 
43 
10 
y'CM 01 Q11 
: 
C M01 
55 
45 
Concealed notes 
Image 7a 
Conventional 
Source: Known 
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Q. 13 Both these images are digitally based. 
A. Is one visually stronger than the other? 
[Images 8a & 8b NB: Same view position as 4a & 4b) 
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Q.13 B. If so which image is it? 
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Concealed notes 
Image8a 
Digital 
Source: Known 
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Editing: 
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Image 8b 
Digital 
Source: Known 
Manipulation: 
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Concealed notes 
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Part 2b Questions: 14-19 
The following set of images has been altered in order to enhance the 
photographer's vision of the architecture. 
Q.14. The lighting qualities in both images have been altered 
during printing. 
[Images 9a & 9b NB: Same view position as Sa & Sb) 
A. Which image do you feel is the most informative? 
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Q. 14. The lighting qualities in both images have been altered 
during printing. 
B. Which image do you feel is the most atmospheric? 
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Q. 15. The right image has been digitally manipulated slightly during the pre printing 
stage, is this important to your reading of the space? 
[Images 10a & 10b NB: Same view position as 4a & 4b) 
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Q. 16. The left image has been manipulated in the darkroom. Is this important to your 
reading of the space? 
[Images 11a & 11b] 
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Q. 17. Which of these images best represents the space? 
[Images 11a & 11b] 
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Q.18. The image is representation of the real space. 
Does knowing this alter your reading of the architecture? 
[Images 12] 
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Q.19A. By knowing that the image has been manipulated 
does this alter your reading of the space? 
[Images 12J 
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Q.19B. Is this important? 
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Appendix 5 
Scheme Theory 
5.1 Schema types; 
In attempting to a tribute the research to a theoretical perspective which can 
determine issues of believability/credibility of architectural images within a 
context, schema theory can be applied. Schema theory attempts to offer an 
explanation as to how individuals process information (Ritchie, 1991 p, 414). 
The term schema refers to an organised knowledge structure based on 
subjective processing of information (Fiske & Linville, 1980; Tesser, 1978, 
cited in Wicks, 1992, p 125). When an event is perceived as communicative, 
the viewer commences on a "search for relevance" that begins with currently 
activated schemata and continues until other schema impact and enhance the 
original interpretation (Ritchie, 1991,p 415). Schema contains knowledge 
about various domains and includes specific and finite piece of information 
regarding the relationship between various attributes and stimuli (Taylor & 
Crocker, 1981, p 91). Taylor Crocker (1981), write that there are three general 
classes of social schemata frequently cited: 
1) Person schemata, which include prototypical concepts like extrovert and 
introversion (Cantor & Mischel, 1997). 
2) Roll schema, which includes aspects of occupation and stereotypical 
concepts of social groupings. 
3) Social schema, such as, routine events, or practice behaviour scripts. 
(Schank & Abelson, 1977) 
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In every schema there IS a routine concerned with a predetermined goal 
(Beinger, 1986, p.7). At each level, controls require perceptions (the 
situations) interpretations (how the situation compares), and actions (the 
transformation of the situation). These schema provide a goal set which can 
effectively classify and organize (Wicks, 1992, p.117) a library of mental 
image structures that assist in interpretation (Peterson, 1991; Terry, 1992). 
Individuals may have mental image structure of visual messages however 
these visual images can be further segmented and analysed by considering 
their context or intent. For example, with advertisement, the intent of the 
image is to persuade the viewer to purchase a product or to enter a particular 
behaviour pattern. A non advertising image printed in a newspaper might fall 
within the context of news and information. As a result, we may be more 
willing to accept what we see as 'real' from a news context, rather then the 
self-serving condition of an advertisement. Currently there is no direct 
literature regarding how schema theory can be used to explain how viewer's 
categories visual images and use the information when interpreting the 
credible or believable photographic imagery. As a result it was necessary to 
review a range of schematic theories. Although literature is available on a 
type of classification called visual schema, it does not apply directly to the 
aims this research. Hastie (1981) notes that four schematic categories exist 
when conducting verbal learning in memory research. The first of these 
categories is visual schemata. Hastie writes,' research on recognition memory 
for geometric patterns, scenes and visually presented event sequences, provide 
a solid foundation for schematic interpretations' (P.58). The research into 
photography relates to advertising yielding four schema types: deceit, false, 
self-serving, and hypocritical with strong commercial bias. Although 
stereotypical perceptions of news imagery may be more positive then 
stereotypical advertising imagery, past research has shown that even' arbitrary 
group membership (i.e. News versus advertising) can produce many of the 
perceptions and judgment affects associate with stereotyping (Hastie, 1981, p 
61). 
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Appendix 6 
The Shifting Ground on Image Capture. 
As the survey has shown the acceptance and substance of architectural imagery is 
fluid and based on current trends across abroad range of image professions. With 
the latest release of professional level digital SLR cameras, the Kodak Eastman 
Corporation has just released the DCS Pro I4n able to capture 13.89 million 
pixels with in the 24x36mm sensor unit. This is bundled with Kodak picture 
protection / Kodak professional extended range imaging technology, which 
essentially initiates image integrity by incorporating capture history within the 
digital package. 
In answer to this product Canon has also released an 11.1 million pixel digital 
camera of similar specifications, but the interesting addition is their data 
verification kit DVK-El. The kit has a dedicated IC card and card reader along 
with software that is able to verify that the image files captured in the EOS-IDs 
and presented are absolutely unaltered. This unit is being marketed to law 
enforcement and documentary and scientific photographers as a landmark 
application for digital image capture. Apparently the system is so "precise that 
even the slightest discrepancy is detected". During image capture, a digital code 
(signature) is attached to the image. When the image file is verified at a latter 
date, any manipulation that has occurred, or attempts to corrupt the data, is 
detected with a verification kit. This determines the images authenticity. Such a 
commercial development reinforces and justifies the range of supporting 
comments from architects, architectural photographers and survey respondents 
that have been involved with this research. 
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